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Foreword 


Pattadakal is an enchanting name in the history of 
Indian temple architecture. Located on the left bank of the 
river Malaprabha, in plain open land, it is surromded by a 
series of matching red sandstone hill ranges. With Badami 
^nd Aihole, equally great centres of art and culture, in the 
neighbourhood, Pattadakal was most congenial and 
hospitable for human settlement. Significant cultural 
relics and an almost unbroken cultural sequence dating 
fi'om the early palaeolithic period have been traced there. 


The Badami-Pattadakal-Aihole area was such a busy 
hub of commercial activity that it had foun a p ace in 
Ptolemy’s Guide to Geography' of the mid-second 
century. We know from the brick buildings and metal 
coins found in the 2003-05 excavations by the 
Archaeological Survey of India, that this was a centre of 
the ruling feudatories, the Maharathis, un er e 
^oLtavahanas of the Deccan. 

Pattadakal is best known for 

The temples constructed here mar e vimana styles 
Rekha- Lgara-Prasada and the Dra^nd^^ana styles 

of temple building. as well as plant and 

sculptures of human and divine „„,,]ntures of 
animal life. The vibrant and graceful P 
Pattadakal provide panoramic 
contemporary society in its various dimensio . 

The ASI has, since 1968, g“*em to fteir 

conservation of these monument 
present state. It is our ‘’“f" “ ‘ Ition of this World 




Anshu Vaish 

I^irector General 
Archaeological Survey of Indi^ 
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Cultural Environs 




Pattadakal, now a small 
village (Badami taluk, 
Bagalkot district, Karnataka), 
is about 29km north-east of 
Badami on the Mumbai- 
Sholapur - Hubli - Bangalore 
route. It is about 545 km. 
north-west of Bangalore and 
about 630km. south-east of 
Mumbai. Situated on the left 
bank of the Malaprabha river, 
are Pattadakal and its 
immediate neighbours: 
Badami and Aihole about 
29km south-west and 24km 
north-east respectively. 

The nearest Airport for 
domestic flights is Hubli 
about 100 km. south of 
Badami which is connected 
by good roads. 

Surrounded by numerous 
long hill ranges of soft 
pinkish red sandstone. 


with sparse scattered forests, 
is located Pattadakal. In the 
past, the place had another 
name: ''Kisiivolar (kisu=VQd, 
volal=vMcy city) as also 
Raktapura meaning Red city. 
Traditionally the place is 
deemed to be sacred as the 
river here takes a northward 
turn almost at a right angle 
(Uttara vahinee). 

As per epigraphical 
records, and a Kannada 
inscription of 1162 from this 
place and literary works such 
as the Singiraja Purana, the 
most well known kings of the 
Puranic lore such as Nriga, 
Nahusha, Nala, Pururava, 
Vasu, Sagara, and others as 
well as the historical Nanda 
and the Maurya dynasties, 
are said to have come down 
here to celebrate their 






I 


coronation ceremony known 
as ^^Patta bandha 
mahotsava'\ The first word of 
this expression becomes a 
prefix to the name of the 
place ^"pattada + 
kisuvolal/kal 

In Kaviraja marga, a ninth 
century literary work of Shri 
Vijaya, Kisuvolal is referred 
to as one of the boundaries of 
the core area of the most 
refined and chaste Kannada 
language. Badami was the 
capital of the western 
Chalukyan kingdom where a 
fort was built by Pulakesi I, 
the third king of the dynasty 
in 543 CE. Aihole was 
already a celebrated centre of 
3- well knit merchants’ guild 
that in course of time grew so 
powerful and dominant as 
^^yyavole Aimirvaru'' (i-^- 
Aihole 500) in the whole of 


south India. Besides, these 
two places are traditionally 
associated with the Puranic 
characters : Vatapi and Ilvala, 
the wealthy evil brothers who 
were subjugated and refined 
by Agastya, a great rishi of 
Vedic lore. The places are 
therefore named after them 
and the large pond in Badami 
is known by the name of the 
rishi as Agastya tirtha'. 

Art historians stunned at 
the varieties, forms and styles 
of the magnificent temple 
monuments in hundreds in 
these places exclaimed that 
the site is “ the laboratory of 
Indian temples” as also the 
“Cradle of Indian temple 
architecture.” A visitor to 
these places sooner or later 
realises that there is no 
exaggeration in such 
euphemistic descriptions. 


The Malaprabha with the location of 
Pattadakal and its neighbours 

1. Badami 

2. Mahakuta 

3. Pattadakal 

4. Siddanakal 
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Archaeology 
and Tradition 


Human activities began in 
Pattadakal from a very remote 
past. Some 200 metres from 
the Papanatha temple is the 
Malaprabha river. Numerous 
stone tools were found in the 
river bed that have rolled 
down from their primary 
places, belonging to the 
earliest stage of the Stone Age 
namely the Early Palaeolithic. 
Similar tools were found in 


B. N. Jalihal near Pattadakal, 
as also in Badami and Aihole. 
From the scientific dating of 
the animal fossils along with 
tools of the Pattadakal types 
from Hunasgi-Isampur (about 
hundred kilometres northeast) 
known to be about ten and a 
half lakh years old, the tools 
from the former too appear to 
be five to ten lakh years old. 



Seated Ganesa (Vimpaksa Temple 
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now in Badami Museum) 


About four or five 
kilometres, north and north¬ 
east of Pattadakal, in 
Siddhanakolla and Aihole are 
the Upper Palaeolithic, 
Mesolithic and Megalithic, 
eave paintings and other 
cultural relics {circa 15,000 to 
300 BCE). 


About 10 kilometres west of 
Pattadakal, in Nandikesvara 
(ancient Lanjigesara) tiny 
stone tools were traced 
known as microliths. This 
cultural stage with such 
^icroliths is known as the 
Mesolithic {circa 8,000 to 
5,000 BCE) indicating a 
change from the food¬ 
gathering to the food 
producing stage. 


Years ago, one or two 
polished stone axes 
belonging to the Neolithic in 
he Chalcolithic cultural stage 
{circa 1700 to 800 BCE), 
^cre traced near the 
^utheastem fringe of the 
^changudda. Also found 
^ere Neolithic pottery, chert 
semi-precious stone) and 
^icroliths in a unique rock 
ft clter locally known as 
^^dlaphadr about 
kilometres north of 
badami. 


In Pattadakal, two 
^ctohistoric Iron Age 
^^galithic monuments of 
cut 2800-3000 years old are 
ccated one and a half 
^^cmetres west of the place, 

^ the side of the Badami- 
^hdakal-Aihole road. 

In the nearby area such as 

2^aragal, Siddhanakal and 
mole, are burial sites with 
^ny megalithic tombs, all in 
^ns. The megalithic builders 
cre masters of the Iron 
^^hnology. The entire region 


is rich in iron and manganese 
ores. Naturally, the region 
attracted the Megalithic 
builders on a large scale who 
pursued their prospective iron 
producing technology that 
led to material prosperity of 
the society and advanced 
urbanisation. In the 
Pattadakal-Aihole area, there 
are two distinct megalithic 
tomb types: the passage 
chambers and the port-hole 
chambers, existing side by 
side. Elsewhere, burials of 
these two types are found in 
separate and distinct 
neighbouring regions. Thus 
even in the Protohistoric 
period, this area was the 
meeting ground of two 
distinct megalithic 
architectural traditions. There 
was a steady progress from 
the rural traditions of 
architecture and painting right 
from the early Palaeolithic, 
spontaneous and naive. On 
the other hand the large scale 
industrial activity increased 
the material prosperity of the 
region. This eventually led to 
the development of highly 
advanced urban centi'es of 
refined classical art and 
architecture in the region. 


Badami -Pattadakal is 
mentioned in Foreign 
accounts such as A Guide to 
Geography by Ptolemy, 
datable to mid-second 
century. This book contains a 
brief account of the places of 
commercial importance 
having trade contact with the 
Roman world. Obviously, 
these places were 
economically prosperous, at 
least from around the 
beginning of the Common 
Er'a. 
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Historical glimpses 


A Satavahana coin from 
Aihole and a few copper 
coins of the Maharathis from 
Pattadakal indicate the 
probable political suzerainty 
of the Satavahanas around the 
beginning of the Common Era 
over this region. The 
succeeding early Kadambas 
had extended their political 
authority up to the 
Malaprabha and a little 


beyond as is known from their 
epigraphical records. The 
naturally defensive 
environment, traditional 
sanctity and economic 
prosperity of this region must 
have attracted and prompted 
the budding, enterprising and 
heroic Chalukyas to seek their 
political fortune here. 

They succeeded in their 
efforts around the beginning 


The Chalukyas here seei 
to have established their 
political hegemony easil 

Jayasimha, probably the 

founder, carved out a reg, 
and mled. He was 
immediately followed by 

Ranaraga who expanded a 
consolidated the kingdom 
However, not much is kno 
about these two Chalukyai 

f/"fJt'^asPulakesiI,th 

line gcnealogi 

nne who made Badami tl 

apitalofthekingdomm- 

bunt a fort on the top 
what IS now known as the 

^orthhill.Hewasapowe 

king who performed die 

Rad.tional,dxva„,e^/,„a„^ 

t '“•■'fices of Vedic 
[mdition and made costly 

dazzling sign of his absolu 


imperial power. His son, 
Kirtivarma (I) with the 
assistance of Mangalesa his 
younger brother, conquered 
the neighbouring kingdoms of 
the Kadambas in the south¬ 
west, the Mauryas of the 
Konkana, the Kalachuris etc., 
and amassed enormous 
wealth, a good part of which 
was donated to the 
Makutesvara (i.e. 
Mahakutesvara) in Hosa- 
Mahakuta. It was his 
celebrated grandson Pulakesi- 
11 who extended the political 
boundaries of the kingdom far 
and wide from Narmada to 
Kaveri. He installed his 
younger brothers 
Jayasimhavarma in the north 
comprising Gujarath region 
and Kubja Vishnuvardhana in 
the eastern division while he 
ruled the central part from 
Badami. However, he met 
with a crushing defeat at the 
hands of Pallava 
Narasimhvarman of Kanchi 
m 642. Badami was 'terra 
incognito for the next twelve 
years. In 654 Vikramaditya I, 
Bulakesi's son, succeeded in 
re-conquering the kingdom 
from the Pallavas . The 
kingdom grew further and 
was prosperous, strong and 
generally peaceful under the 
next three rulers in succession 
namely; Vinayaditya, 
Vijayaditya and 
Vikramaditya II in spite of 
their frequent, successful wars 
particularly with their arch 
enemy ,the Pallavas and 
others in the north. 

Kirtivarman II, the son of 
Vikramaditya II though 
capable and experienced in 
wars and administration. 



—MuraKutacfo^tidurga,the 
Ellora region, ruling the 
a ami Chalqjhig ended the 
rule. The 

ki ^ Vs became a 

kingdom. 

During the n 
few temples 

and as the 

^ud the Jama aa 

ChandrasokhiV 
Tattadakal th^. ^ T i 
in Aihole wer!A7'^® 

% 973 thePk Ga ' ®nsappa 

•hank«pmg^V"rin‘‘' 

the ^ 1 ^kyns till 

seized 

fPPlantingt^to'^^^^^ 

Later Kalyan^^P^"^ 

Jistrict, 

fortune of becXan ;m 
‘Capital of the Kfoam 

"nntinuedtobVH®*e 

•j^Ltig dynasty" fen 

supremacy as 

JroughtheayVoJ^^A"^ 
Lattadakal gafV 

iteadquartersn^l 

""dministrativ^f 

asKisukadu yfliv' • 

^.ulambaPallX"*^ known 
f;nghanadevqVpf Ly 
^/eudatory) u fermanadi 

^utneshvara 
“LuvanaikainL 
Lhalukyan kiK Hq .. 

"Vhundred\ ’‘‘te 

Lhavumda II Vr. 1070 

T^oonnadi TaiVo? ^'^dha 

^'''iukyan ki, Ij^® ^ 

""’orqueenAr,ke 

son Arh; 

enjoying ^ V virhie 

to flourish 


as the centre of the merchants' 
guild celebrated as "'Ayyavole 
Ainiii'vvanr all over south 
India. The region 
subsequently formed a part of 
the Sevunas of the Devagiri 
(i.e. modem Daulatabad), the 
Vijayanagara, the Maratha 
and Tipu Sultan's kingdoms. 
Tipu constmcted a fort on the 
South hill in Badami. 

From about the beginning of 
the Common Era, therefore, 
with the increasing prosperity 
in the region, what was 
basically needed was 
sustained political security, 
well-built and organised 
administration, hamionious 
and liberal patronage on the 
part of the mlers, 
administrators and the 
wealthy with taste and 
appreciation for art and 
letters. All these were steadily 
provided in succession foi 
nearly 600 years by the 
Satavahanas, the early 
Kadamba, and especially the 
most powerful Chalukyas 
whose capital was Badami, 
their kingdom extending from 
the Nai-mada to Kaveri. And 
this cong^uial situation 

prompted exceptional men of 
art and letters from the north 

and the south to seek 

patronage in these centres. 
Consequently, for nearly 200 
years magnificent monuments 

of various traditions, fonus 
and styles, some with 

classical paintings of great 

beauty and supeib 
workmanship, went on to be 
created all over the area and 
remained pre-eminent through 
the centLiries. 
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Pattadakal 


From about the latter part 
of seventh century, Pattadakal 
grew into a unique centre of 
distinct and chief temple 
models. On the left bank of 
the river are located nine 
temples near one another 
roughly in the north-south 
alignment. About hundred 
metres away from the temple 
complex at the northern end is 
the Badami - Aihole main 
road. On the western side is 
the local road leading to the 
village nearby. Moving from 
Badami to Pattadakal-Aihole, 
it is worthwhile to visit on the 
way Hosa and Hale 
Mahakutas with painted rock- 
shelters, structural temples of 
three main models the rekha- 
nagara, the dravida- vimana 
and the Kadamba nagara i.e. 
phamsana or pidha of the 
Indian silpa sastra, with an 
oblong pond ('Devadroni' as 
known from the pillar 


inscription) having a 
perennial water source all 
located in the hilly wild green 
grove. 

Nearer Pattadakal about a 
kilometre northwards is a 
large hill valley having wide 
open rock-shelters in 
B. N. Jalihal. In the valley 
and the wide shelter are about 
six small shrines. In the 
shrines are sculptures of the 
deities such as Bhutamata, 
four armed Nagaraja of rare 
iconographic forms, 
Lajjagauri and Siva-linga. 
Interestingly enough the 
biggest of the shrines carries 
an inscription engraved on the 
front wall indicating that the 
shrine is the receptacle of 
Vikramaditya II caused to be 
built by Benamma. The 
temple site therefore is the 
royal cemetery, the only one 
of its kind known so far in 
ancient Karnataka. 


Almost at the western 
outskirts of the village 
Pattadakal, is Bachangudda, 
an isolated high hill with a 
rounded top. On the summit 
of the hill is a temple of the 
early Rashtrakuta dedicated 
originally to Brahma, Vishnu 
and M2hQSV?iX2i{Traipurnsha). 

Moving further eastwards 
some distance by the road on 
the right side are imposing 
rude stone megalithic 
monuments of two types: the 
port-hole and the passage 
chambers of the Early Iron 
Age. The former is a north- 
south oriented double 
chambered large tomb. 
Oblong in plan, built with 
large pinkish granite stone 
slabs, set on the edge in 
vertical position in a manner 
that the upright stone slabs 
abut one another, without any 
binding material. On the top 
is a single large slab 



The Temple complex: panoramic view 
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(cap stone) kept horizontally 
that outstretches on all sides. 
Inside the chamber another 
slab is set across in an upright 
position dividing it into two 
parts. It has a larger squarish 
port-hole at the centre. 
Originally on the exterior side 
of the tomb around was a 
heap of rubble stones upto the 
capstone. The whole structure 
was thus a small 
hemispherical mound, but 
owing to vandalism the heap 
was disturbed and the 
chamber was exposed. The 
sub chamber on the north side 


had collapsed to the ground 
level. What is extant now is 
roughly half the part of a 
large megalithic tomb about 
3000 years old. The other one 
nearby is a rectangular 
chamber of red sand stone 
with a passage on the front 
side originally, now missing. 
There is definitely an 
empirical engineering skill 
and planning dexterity 
displayed in their 
construction. Obviously, these 
two are the remnants of an 
extensive site with numerous 
similar monuments. 



The megalithic port-hole chamber 



The excavated brick Temple (Bachangudda) 






















Recent Discoveries 


a). 1500 - 3000 year old 
human habitation 


Not far away from this 
fragmentary megalithic site is 
the ancient habitation site of 
an early historical township 
discovered in early 1940s. 


Excavations in the ancient 
habitation site by the 
Archaeological Survey of 
India, Dharwad Circle, during 
2003 - 2005 have brought to 
light material remains of three 
successive cultures: the Iron 
Age Megalithic {circa 1000 
300 BCE) and the Early and 
late Historical 
{circa 3rd century BCE to 
6'*’ century CE). 

In particular, the discoveries 
of a late Iron Age Megalithic 
water tank bund of pebbly 
cobbly gravel for collecting 
rainwater from the nearby hill 
slopes for domestic use, 
exposed to a length of 
82.5 metres; early historical 
remains of rectangular 
houses, copper coins with or 


without legend belonging 1 
the Maharathis, the 
feudatories to the Satavahe 
kings of the Deccan, semi 
precious stone beads, shell 
bangles, burnt clay figurin 
iron tools, silver punch 
marked coins etc., are 
noteworthy. The other 
important cultural relics ar 
nouse of chatuh-sala ordei 
four wings one 
each side and enclosing a 
common central courtyard 
rectangular m plan and a tl 
metres wide street so far 
raced to a length of about 
metres with materials on tl 
sides indicating furnace 
activities. The most 

significant are the copper; 


lead coins bearing some of 
the names of the Maharathi 
rulers not known from other 
sources that may considerably 
modify the genealogy of the 
ruling dynasty; a partially 
broken burnt clay sealing with 
the writing : "‘ma ha ra thi sa 
pu ta sa u da pa na mu la sa'" 
and a clay locket containing 
the figure of a goddess in 
yoga- mudra probably of the 
early Chalukyan context. 
Besides, an east oriented 
brick temple consisting 
axially of a garbha- griha, a 
sixteen pillared sabha- 
mandapa and a mukha- 
mandapa evidently with 
terracotta tiled roof with a 
separate ^mdi-mandapa all 
within an enclosure, was 
exposed. It seems to precede a 
temple plan of the centuiy 
type, viz. Virupaksa temple in 
this locality. 

In 1970s, the 

Archaeological Survey of 
India revealed a pillared brick 
hall in front of the 
Sangamesvara temple, 
perhaps apsidal in plan, 
partially underlying the stone 
temple and the Nandi- 
mandapa; and on the northern 
side of the Jaina Temple, two 
large brick temples with a 
well defined moulded plinth, 
one with a fine stone image of 
Tirthankara in khadgasana 
(upright position) in round 
relief All these are obviously 
pre-Chalukyan i.e. Early 
Kadamba. The brick temple 
now discovered in all 
probability may belong to this 
period. 


I 


I 
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Jaina Tirthankara 

(found near the Jaina Temple) 


b). Sila nyasa relics : 
a rare discovery 

Very recently, the 
Archaeological Survey of 
India in the course of the 
conservation work to the 
Jaina monument located at a 
small distance eastwards from 
the Megalithic site, stumbled 
upon stunning evidences 
relating to the constructional 
methods and prescribed 
traditional rituals generally 
known as Sila nyasa that 
should be performed prior to 
the commencement of the 
construction of a proposed 
building, religious or secular. 

The construction of the 
foundation comprising more 
than eight courses alternately 
of clay and stone boulders 
was in perfect agreement with 
the prescription given in the 
silpa texts like 
Isanasivgurudeva paddhati. 
The spots where the pillars 
are to be erected, were 
bmised with chisel marks and 
groves made for the pillar 


bases that can have a firm 
grip on the spot. The outlines 
for the walls and entrances are 
niarked. All these together 
give an idea of the ground 
plan of the structure to be 
raised thereon indicating 
which component should 
come where. The stone blocks 
were bonded without any 
binding material, but with 
iron dowels of various sizes 
particularly at the peripheral 
zone of the plinth. Air-lock 
systems were adopted by 
causing shallow depressions 
on their surfaces in the 
placement in stone blocks one 
on the other in the wall. It was 
found that the stone blocks of 
large size were juxtaposed 
alternately as headers and 
stretchers - a technique 
widely adopted through the 
centuries right from the time 
of the Harappan civilisation. 

Material remains relating to 
the foundation rites, Adhara 
sila and Garbhadhana were 
found at the bottom right of 
the doorjamb of the garbha- 
griha on the lowest course of 
the adhishthana. The rite was 
performed in accordance with 
the prescription given in the 
Isanasivagurudeva paddhati. 



Ritual objects relating to the 
Sila nyasa rites 
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The Temples 

Models, Characteristics 
and Styles 


In the locality in every 
temple, small or big, are 
mainly two parts: the sanctum 
sanctoiiAm (garbha-griha) 
proper and in its front the 
auxiliary parts: antechamber 
or vestibule {antarala or 
ardha - mandapa), pillared 
hall {sabha - mandapa), 
portico (mukha-mandapa), in 
the front along the same axis. 
The interior of the former is 
plain with the symbol of the 
god, absolutely spiritual, 
serene and purposefully made 
dark. The latter is meant for 
various cultural and religious 


activities, participation by 
people and exponents in 
religion, philosophy, culture 
as well as artists. The 
activities are a part of the 
temple services. They are also 
meant for devotees as refined 
entertainment for spiritual 
education and elevation. The 
auxiliary parts are therefore 
appropriately well 
embellished. It is therefore 
worldly but with a sublime 
atmosphere. Hence a temple 
is also known as prasada 
(palace). 


The Rekha Nagara Model (Kashi Visvesvara Temple) 


The Dravida Vimana Model (Sangamesvara Temple) 


The temples are of two 
distinct models the most 
outstanding and widely 
spread, found in their earliest 
stages of development only in 
this place. They are known as: 
the Northern and the Southern 
geographically, Indo Aryan 
and the Dravidian, 
historically and rekha nagara 
prasada and the dravida 
vimana, architecturally . 

In the first model from 
above the square {nagara) 
garbha-griha rises a square 
tall superstructure {sikhara) 
of curvilinear profile {rekha), 
divided horizontally but 
distinctly into three or four or 
five zones {bhumi). It is 
crowned with a cushion like 
circular, flattish, solid 
member relieved on the edge 
into series of parallel sharp 
vertical ridges alround 
looking like a gadroon 
{amalaka). On it are: a water 
pot {kalasa) like component 
and needle like staff {suchi) 
one on the other. At the top 
comer {karna) of each bhumi 
are karna- amalakas. Each 
face of the sikhara may 
vertically be relieved into one 
or more offsets embellished 
with a network (jalaka) of 
horizontal rows of miniature. 


semicircular, shallow niches 
with phinial {kudu). On the 
front side of the sikhara is a 
large thick plaque with the 
sculptural replica of the deity 
enshrined in the garbha- 
griha. It is known as 
mukha-patti. Now, axially, on 
the frontal side of the garbha- 
griha there may be antarala 
and sabha-mandapa. 

A temple of this model is 
therefore known as rekha- 
nagara- prasada. In this 
model the overall profile is 
the conspicuous verticality 
from the bottom to the top. 
The Galaganatha temple with 
missing parts such as the 
sabha-mandapa, the 
mukha-mandapa 
along with Kadasiddhesvara, 
the Jambulinga, the Papanatha 
and the Kashi Visvesvara, is a 
good illustration of 
this model. 

In the other model i.e. 
{dravida) vimana the 
superstmcture rising from 
above the square garbha- 
griha consists of retreating 
storeys generally ranging 
from one to three or more. 

The topmost storey is 
crowned with a square 
{nagara) or circular {vesara) 
or octagonal {dravida) stupi 
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i.e. sikhara with a constricted 
neck igriva) below. The 
sikhara carries atop a kalasa 
and suchi. Each storey(/a/a) is 
similar to the ground level 
garbha-griha, but without the 
plinth (adhishthana). Rarely 
such talas may even be 
regular garbha-grihas 
enshrining the images of 
deities, as for example the 
Jaina Temple in the locality. 
Further, along the edge of the 
roof runs a parapet 
comprising alternately a series 
of semicircular niches (kuta), 
oblong chamber like solid 


member (sala) and square 
member (panjara) with the 
water chute {vari marga). It 
looks like a garland 
decorating the top edge of the 
temple all along and therefore 
is known as ‘/ 2 ara’(garland). 
In the architectural profile of 
this model the emphasis is on 
the horizontality from the 
bottom to the sikhara. The 
Sangamesvara temple along 
with the Mallikaijuna and the 
Virupaksha, is a typical 
example of this model. 

But in the last two, a little 
later in date than the first, the 



The Makara Torana (The Jaina Temple) 


central part of the frontal side 
cf the talas is distinctly 
projected. The projection is 
like a human nose on which 
parrots in the rural environs, 
usually perch and hence the 
uame sukanasi. This would 
imply the architect's close 
perception of nature's infinite 
eauty, dynamic and lively, 
his architectural feature 
appears to be an adaptation of 
he mukha-patti of the other 
P^odel, indeed a harmonious 
integration of a distinct 
Architectural feature of one 
^edel into the other. It is a 
successful display of an 
experimental innovation of 
^ Chalukyan architects. 

^ temple may be raised on 
An extensive platform (jagati) 
As found in the Galaganatha. 

he Walls, particularly of the 
^^^bha-grUia^ are exteriorly 
Resolved, vertically and 
symmetrically into two or 
^ee or five offsets {dvi^ or 
pancha , later sapta 
^<^thd). The Kashi Visvesvara 
^ud the Jaina temples are 
S^od instances of this 
Architectural feature. The 
ground plan of this type is 
^own as stellate. Or the 
^Alls may exteriorly be 
Resolved into a series of 
symmetrical projections and 
^^cesses. The temple proper is 
^Aised on a high adhishthana 
^^lieved into many horizontal 
l^ouldings such as (from the 
^West upwards) base 
^^^pcina)^ constricted 

^^^^{kantha), multi-faceted 

^Avy, bold projection in semi 
^^^cular profile {kumudci), 
^§^in kantha, and finally eave 
me moulding (Jkapotd). 
nstead, there may be upcina^ 
kantha and kapota only- 
'^hishthana of these two 
^Pes are known as kapota- 


bandha and mancha bandha. 
The adhishthana of all the 
temples is generally of the 
ka/joto-W/w type and that 
of the 'iiz.nii-mandapa and 
the mukha-mandapas of *e 
Virupaksha, the Mallikaijuna 
and the Papanatha, of 


lancha-bandha type, 
he walls are embellished at 
;gular intervals usually on 
le projections with bold an 
ig pillared niches 

ieva-koshthas), with 

iangular pediment of jalaka 
roe as in the Kashi 
Isvesvara and the Papanatha 

r with a crocodile or swan 

rch (makara or hamsa- 
,rana) at the top as m the 
irupaksha. Such kosthas 
ishrine images of gods or 

cddessesoraPuramcevent. 

1 the recesses are perforated 

rills of varied geometiical 

Isl^is meant for allowing 

ght into the interior of the 

We. At the top, the roof of 

.^temple projects forward 

all .he site and curves 
wni.e. eaves carrying a 

Ties of the bas-reliefs of 
ving pigeons underneath. 
SSgain an adaptation of 

^ l cUceneryintherural 

Under th^sloping roofs 

Shing beyond the wa^^^ 

‘‘oSbS their nests and 
therein On account 
^,n?:aSocc,.™.ee,his 

cote .:he ^ 

ard for pigeon 


lOS tne 

prastara) that 
St the edge, the 
temple model of 

r/ 77 -a. there is no 
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All these features are 
commonly found in the large 
temples in the locality 
excluding the Galaganatha. 

Axially, a temple comprises 
of a portico (jnukha- 
mandapd)^ pillared hall 
(sabha-mandapa) and 
sanctum sanctorum {garbha- 
griha), as for instance the 
Sangamesvara and some other 
temples. In the Mallikaijuna 
and the Virupaksha, is a 
vestibule {antarala) between 
the sabha mandapa and the 
garbha-griha. Subsidiary 
shrines facing each other may 
be located at the front comers 
of the antarala meant for the 
images of Ganesa to the right 
and Mahishasuramardini to 
the left in the case of a Saiva 


temple. Between the garbha- 
griha and the sub-shrines is a 
passage leading to the path 
mnning round the garbha- 
griha i.e. circumambulatory 
path (pradakshina - patha) 
skirted by the outer wall for 
devotees to go round in 
obeisance. It is therefore 
known as sandhara- 
pradakshina- patha. There 
may be three mukha- 
mandapas one on each side of 
the sabha-mandapa as found 
in the Vimpaksha and the 
Mallikarjuna. If the temple is 
dedicated to Siva, some 
distance away from the front 
mukha-mandapa there will be 
di^diX\6.\-mandapa i.e. a 
pillared pavilion enshrining 
the sculpture of Nandi, 



Pillar capital of the taranga type 



Usually colossal. The entire 
temple may be enclosed by a 
Wall (prakara) having main 
entrances (maha-dvara) at the 
cardinal points, with enough 
open space in between. 


On the inner side of the 
prakara there will be several 
subsidiary shrines housing 
images of deities known as 
parivara-devatos in 
appropriate with the god 





































enshrined in the garbha- 
griha. The Virupaksha is the 
best example of this complex. 
In some temples of the rekha- 
nagara model on the outside 
of the outermost wall of the 
pradakshina-patha of the 
garbha-griha part there may 
be a full-fledged portico-like 
projection with a colossal 
sculpture of a god at the back 
wall. This architectural part is 
known as ghana-dvara. 

In the Galaganatha and the 
Papanatha temples are 
ghana-dvaras. 

The doorframe {dvara- 
bandha) of the sabha- 
mandapa, the ardha-mandapa 
and of the garbha-griha is 
generally ornate comprising a 
series of many jambs {sakha) 
of varied types such as 
pushpa-dala, lata or 
manusha/ dainpati, stambha, 
ratna, rajju (twisted rope 
like), and naga-shakhas. 

Any of these including naga- 
sakha, generally five, are 
found in the dvara bandha of 
most of the temples. They 
add grace and dignity to the 
entrance. On either side of the 
dvara-bandha is a door- 



Pillar capita! of the mushti type 
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keeper (dvara-pala). At the 
bottom of the sakhas of most 
of the temples, are guardian 
deities, chowri bearers, 
mithuna or dampati (human 
couple) and the images of the 
river goddesses: the Ganga 
and the Yamuna or purna- 
kumbha also known as ghata- 
pallava (vase and foliage) as 
in Jambulinga and 
Mallikarjuna. In the central 
part of the lintel of the dvara- 
bandha is a bold block 
(Jalatd) displaying a tiny 
image (bimbd) of a god or 
Garuda, the eagle, holding the 
tails of the naga-sakha or 
Gajalakshmi, as in the 
Papanatha or natya- Siva as 
in Galaganatha. The pillars on 
the sitting bench {kakshasana) 
in the fnnkha-mandapas and 
of the sabha-mandpa are of 
varied types. Those in the 
Galaganatha, Papanatha and 
Kashi Visvesvara are 


— y^naia-pallava) o 
^nd those of the temples ( 
dravida- vimana model a 
heavy square pillars: 
plain or ornate usually 
without base. The capitah 
crowning the pillars are o 

ree types: of wavy profi 
^tciranga), scroll (rolled) / 
Patra or like hand fist typ 
(mushti) bodigai/e.The pil 
pilasters, the walls and the 
cei ing in templei 

ric y decorated with the 
sculptures of charming 
nn gracefully slender 
floral H goddesses, 

Dane narrative 

^''hibiting some 

Portant events of the 

^^l^^h^bharata, the 


! 
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Nandisahita Ardhanarisvara (Kadasiddesvara Temple) 


domestic scenes, floral 
designs, animals in varied 
attitudes and moods. All the 
large temples excepting the 
Sangamesvara to some extent, 
exhibit all these features. 

All the temples in the 
locality are invariably 
oriented eastwards. Only one 
is Jaina and the rest are Saiva. 
In the garbha-griha of every 
Saiva temple is a colossal 
linga made on black granite, 
highly polished on a high 
moulded red sandstone pitha. 

Behind the Galaganatha and 
the Sangamesvara and to the 
north of the latter are several 
Small shrines of various 
proportions, simple and plain, 
obviously memorials of the 
post Chalukyan period. They 
are of no architectural merit. 


Sculptures 

The temples in the locality 
are profusely or moderately or 
sparsely adorned with 
sculptures of various kinds 
and intricate floral designs, 
like the Viinpaksha, the 
Mallikarjuna, the Papanatha; 
the Kashi Visvesvara; the 
Jambulinga, the 
Kadasiddhesvara respectively. 
The Chandrasekhara is 
entirely plain. 

Ingenuity and innovative 
talent of the Chalukyan 
sculptors in comprehending 
the quality and spirit of the 
theme rather than the true 
physical fonn and reality, in a 
supportive natural perspective 
and delineating it in 
exceedingly dynamic and 



























lively moods distinguish the 
Chalukyan sculptural art 
style. Rhythm and balance, 
distribution and vibrance in 
relation to the space 
utilisation in some sculptural 
panels is a splendid 
achievement. For instance, in 
the depiction of Siva and 
Nandi, Siva while standing 
leans in a natural way against 
the Nandi behind him: a scene 
so natural and common in the 
village side where cowherds 
in an environment of open 
grassy lands with cattle 
grazing appear in a similar 
posture. Sometimes aptly a 
child would be brought into 
the scene that would playfully 
twist Nandi's tail and Nandi 
looks back at the child and 
would not revolt. A sculpture 
of this type is found in one of 
the wall deva-koshthas of the 
eighth century apsidal Durga 
temple in Aihole. The scene 
is symbolic of a harmonious 
blend of the spiritual i.e. Siva 


and the mundane i.e. a 
common rural setting: simple 
and natural. In the depiction 
of a scene from a Puranic 
episode of ‘ Gajendra- 
moksha' [emancipation of the 
elephant] the supplication of 
the mighty but helpless 
Indradyumna, a great devotee 
of Vishnu, now in the form of 
an elephant on account of a 
curse, caught by a huge turtle 
in a lake; and the eagerness 
on the part of the god flying 
on Garuda and approaching 
fast to his devotee in distress 
with his raised hands to tlirow 
his chakra at the aquatic 
creature, are spontaneous. The 
rhythm and balance in the 
whole composition is 
amazing. 

In the eastern, miikha- 
mandapa of the Virupaksha 
temple the large ceiling panel 
displaying Surya, the sun god 
is an excellent example of 
balance and composition as 
well as space utilisation. The 



^ dfaceful feminine figure. 


§od is accompanied with 
^sha and Pratyusha with bow 
and arrow to dispel darkness, 
'n the chariot drawn by seven 
horses controlled by Aruna, 
fhe charioteer- welcomed by 
§ods, semi divine beings in 
^he cloudy sky, humans on 
the earth engaged in various 
Activities filling the whole 
^Pace with due prominence to 
the god is stunningly lively: 
^ith the sunrise begin the 
Worldly and celestial 
activities an instance of subtle 
Comprehension of the serene. 
Colourful dawn. 

I^ortrayal of pretty, cute 
Voung women and human 
pairsin varied 
^^tuations and natural 
Attitudes and moods is 
Commendable. Feminine 
h^nns, tall and slender, 
gracefully proportionate and 
^tipple, with cheerful faces 
^ften tending to be 
^cluptuous individually or in 
^^cups in diverse conditions 
Are ovei*whelming. 



In the depiction of humans 
in varied moods the artist 
exhibits his subtle penetration 
into the human minds in 
different circumstances. For 
instance in the deva-koshtha 
on the left side of the southern 
mukha-mandapa of the 
Virupaksha temple the panel 
exhibiting the dreadful form 
of the all-powerful Narasimha 
casting a determined tough 
locking grip over 
Hiranyakasipu, indomitable 



An elegant lady in vivacious 
posture (Nandi Mandapa, 
Virupaksha Temple) 




































portrayed. The ferocious 
fuiinal trampling a horse on 
|ts back and piercing it 
its long tusks or effortlessly 
carrying a huge log of wood, 
elephants attacking or being 
attacked by lions portrayed m 
the adhishthana level of the 
'^^kha-mandapas of the 
Virupaksha and the 

temples, in varied postures ar 
simply marvelous and 

In the domain of the 
^halukyan sculptural art 
^nst favorite art expression i 
Siva, that provided 

l^ense scope to the 
^ demonstrate their creativity 
talent at their best. For 
even the cultural environ^> 
most congenial, 
ne royalty seem to be . 

^^ceptional in patronising 
performing art form as pet 
e Natyasastra of 
naratamuni, the great 

pioneer and exponent of . 

of dance. In support of 
, ^te are two inscriptions in 

Virupaksha temple- one 


f^gr^^imha and Hiranyakashipu 
Jy,yf;pa/cs/7a Temple) 

^^nskrit on the west face of 

+tic front pillar in the eastern 
tn , ,_ 


other 


,]cha-mandapa and the 


in Kannada in the same 
under the sculpture 
^rpadmanidhi that eulogises 
inerits of Natasevya 
j^^lan, the son of Deva}^a, 
^ jtiost renowned authority 
^harata's Natyasasti'a, of 
times probably in the 
tpe 


Mahishasuramardini chasing the demon (Mallikarjuna Temple) 


all the while, now being 
unable to combat and stricken 
with fear displayed on the 
face is a unique rendering. 
Equally vigorous and 
dynamic is another panel 
located on the southern side 
of the capital of the pillar near 
the garbha-griha of the inner 
row in the sabha-mandapa of 
the Mallikarjuna temple: 
Durga seated on the lion with 
determination chasing the 
fleeing bison-headed 
Mahishasura looking in 
askance; only one of its kind 
in Karnataka and one of the 
two in South India, the other 
being in Mahabalipuram 
(Tamilnadu). 

The sculptor is equally at 
his best in portraying 
miniature figures, full of life 
and vigour. The narrative 
panels on the pillars, vibrant 
and dramatic, provide an 
excellent insight into the vast 
panorama of the 
contemporary society in its 
different dimensions and 
natuial settings, be it a palace 


or domestic or private life or 
amorous couple, a giiriikula 
or yogi engaged in penance, a 
war or hunting scene or dual 
fight, or acrobatic exercises, 
or episodes from the classics 
in narrative style. 

The Elephant particularly 
has received special attention 
at the hands of the Chalukyan 
artist. Majesty and ferocity, its 
huge body and extraordinary 
strength are effectively 
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Gurukula (Mallikarjuna Temple) 
















An elephant carrying a log of wood 

court of Vikxamaditya 11. In 
fact in the latter there are even 
technical terms relating to the 
art such as ^^sthala and 
samchard'\ 


There are numerous 
sculptures of natya Siva of 
typical manifestations: 
Sandhya tandava in the Cave 
Temple No.l in Badami and 
another, the most inspiring 
that stimulated even the 
sapta-matrikas also by his 
side to dance in the side 
chamber of the sabha- 
mandapa of the Saiva Cave 
Temple in Aihole, Ananda 
tandava (a loose sculpture 
from either Hosa Mahakuta or 
Pattadakal now displayed in 
the Archaeology Museum of 
the State Directorate in 
Kittur), another natya Siva 
from Pattadakal with an 


imperceptible ecstatic and 
subtle smile, a masterpiece 
now exhibited in the Muse 
of Art and Archaeology 

Kannada Research InstituU 

Karnataka University, Urn; 
sa/uta tandava Siva in the 
ceding of the antarala oft] 
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Kalyanasundara murti (Kasivisvesvara Temple) 


Papanatha temple and many 
more and invariably in the 
mukha-pattis, on the walls or 
in the ceiling. 

A word about the narrative 
panels: in the Papanatha 
temple on the southern 
exterior wall is a series of 
sculptural panels displaying 
the main events of the entire 
Ramayana from the 
performance of the Vedic 
‘putra kameshthi * sacrifice by 
Dasaratha, the King of 
Ayodhya, under the guidance 
of Vasishtha, the royal priest 
to Sri Rama’s coronation. 
Likewise, on the central 
pillars of the sabha-mandapa 
of the Kashi Visvesvara, the 
Malikarjuna and the 
Virupaksha are the panels 
exhibiting popular episodes; 
Knshna leelas, Siva leelas, 
the incarnations of Vishnu 
from the Bhagavata, Saiva 
and Vsiishna.YSi-puranas, 
events from the Mahabharata 
and also from the Ramayana. 
Some of them are repeated 
on account of their popularity 
and the patrons' choice, 
particularly in the last 
two temples. 

What is more interesting is 
the depiction of episodes 
underlying morals from the 
Pdnchatantra as for example 
the Mongoose and the Snake; 
Monkey removing the wedge 
and the Monkey and the 
Crocodile. 

In the first, the mongoose a 
pet in a family once seeing a 
snake crawling into the cradle 
with the sleeping baby, 
caught and killed it, to save 
the baby. On returning home 
the mother seeing the blood 
stained mouth of the 
mongoose concluded that it 
had slain the baby and 


without a second thought 
killed it with a stick. 
Thereafter, she saw the baby 
comfortably sleeping and the 
snake on the ground cut into 
pieces. She realised her 
mistake and was remorseful 
for her hasty action. 

In the second, a monkey in a 
forest saw a wedge fixed into 
partially split log of wood. It 
sat on the log , thoughtlessly 
removed the wedge, got 
caught between the split wood 
and was squeezed to death. 

In the third, a crocodile and a 
monkey were good friends so 


much so, the former was 
spending more time with the 
latter. The crocodile’s mate 
became jealous of their 
friendship and planned to kill 
the monkey. One day she 
pretended to be suffering 
from acute stomach ache, and 
said, she could only be saved 
if the monkey's heart was 
given to her. The crocodile, 
was helpless and invited his 
friend home for food, to get 
his heart as desired by his 
wife. Believing his friend the 
monkey went with him. 
However, suspecting his 



Krishna Leela (Kasi Visvesvara Temple) 




























Natya Siva with Uma and Nandi 
(Mallikarjuna Temple) 
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I friend he asked him as to why 

I he was being taken to his 

! home. The friend revealed the 

foul purpose behind his 
invitation. The monkey 
gathered courage and played 
a trick. He told the crocodile 
that usually the monkey's 
heart is kept on the branch of 
the tree and that they should 
go back immediately and get 
it. Believing the words of the 
monkey, the crocodile took 
him back. On reaching the 
place the monkey 
immediately jumped on to the 
tree and told the crocodile 
that he was not a fool to go 
with him again and his 
friendship with him ended 
, once and for all. 




Monkey and the Wedge (Mallikarjuna Temple) 



Monkey and the Crocodile (Mallikarjuna Temple) 



'^he Mongoose and the Snake (i 


likarjuna Temple) 


























The Temples 


•'ama lemple 

A few metres further 
eastwards from the excavated 
^ncierrt site is located an 

arcvf®^°^e temple of 
merit. It is a 
“.rmodel. 

AwJ y^"^^ra,this 

“JainaN known as the 

a cha^r.y^^a»is raised on 

the Walls t« ■ exterior of 
’^®heved tr,t ^^^timetrically 
^higaw Offsets 

In the », 7 ^ surface. 

h^fich witVi L ^ i® ^ 
?'“"Sthe M 

'o'- 

de of , n the exterior 
® tipper zooe^ ^ttpport, in 
series oi 


ghata-pallava-an auspicious 

symbol ofprospenty, 
h^ans, dwarfs, , 

S.and.he«--' 

symbolising wealth 
prosperity, sculptural 

““rona.**'--""'-" 

panels. W 

regular inte^ jtljout base, 
circular pilars ^lly 

In the interior, ^prising 

developed Pi**^^^ the top 
from the botto shaft 

moulded b^fhlock 
(kando)i 

(vadma-bandM; circv^^ 



The Jaina Temple (the Jinataya) 
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Jaina Temple: ground plan 
location of the garbha-patra 
under the right jamb 


doorway to the sabha- 
mandapa is a life-size 
elephant rider flanking the 
ornate dvara-bandha 
vertically relieved into four 
sakhas without naga-sakha. 
There is no central block 
{lalata bimbo) in the lintel. In 
the squarish sabha-mandapa 
are four central pillars 
(without the uppermost two 
members), heavy and plain. 
The antarala is with two 
pillars in the open fa 9 ade and 
big shallow niches in the side 
walls meant for the display of 
appropriate sculptural panels. 
Accessible from the antarala 
is sandhara-pradakshina- 
patha. The most attractive 
architectural part is the 
crocodile arch {niakara 
torana) crowning the dvara- 
bandha of the garbha-griha. 
The makaras have long 
floriated tails intricately 
carved. In the garbha-griha is 
now a small Siva lingo 
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interpolated in the later period 
probably sometime after the 
care and patronage to the 
Jinalaya dwindled. 

Right over the garbha-griha 
rises a retreating dvi-tala 
vimana crowned with a 
square sikhara that carries on 
top a kalasa and suchi one on 
the other. In this temple, the 
first storey is in reality a 
garbha-griha that originally 
enshrined an image of 
Tirthankara, now vacant. 

Even the dvara-bandha is big 
enough similar to that of the 
ground garbha-griha. 

This temple is stylistically 
of the mid-late 9'*’ century 
probably of the period of 
Rashtrakuta Krishna II 
circa 878-914. 

Architecturally the monument 
is indeed impressively 
massive. 


During 2002-04 the temple 
was restored. The missing 
exterior wall of the 
pradakshina patha, part of the 
kakshasana, flight of steps in 
the front and cracks, were 
carefully dismantled and 
restored. 


From here one would move 
on by the road over a distance 
of one and a half kilometres 
straight into the temple 
complex on the river bank. 

owever, to the right on the 
way one can view the ruins of 
a temple with pillars of the 
sabha mandapa and the 
sculpture of couchant Nandi 
in the front and a Sivalinga 
stylistically of the mid 
Rashtrakuta period. 


me river 

bridge, from the road on t 
right IS another north-soul 
oriented side road. At the 
junction of these two roac 
one gets the most enchant 
panoramic view of the wh 


temple complex with the open 
green lawn in the fore-ground. 
The sight is grand. 

The complex comprises nine 
temples near to one another 
in a row and from the north to 
south as follows: 

1. The Kadasiddhesvara 

2. The Jambulinga 

3. The Galaganatha 

4. The Chandrasekhara 


5. The Sangamesvara 

6. The Kasi Visvesvara 

7. The Mallikaijuna 

8. The Virupaksha 

9. The Papanatha 

Some 200 metres south of 
the Virupaksha is the 
Papanatha temple, 
commanding a view 
of the river below. 



^ype in the mukha mandapa (Jaina Temple) 





























































Vijesvara . A few metres 

south of this temple are the 
Ivdallikaijuna and the 
Virupaksha. These two were 
constructed in memory of 
their husband’s victories three 
times over Kanchi, the 
Pallava capital, 
by Vikramaditya's 
(circa.733 - 744) two chief 
queens: Lokamahadevi and 
Trailokyamahadevi. These are 
known from the epigraphical 
records on the pillars of the 
maha-dvara of the Virupaksha 
temple. Further, the trisula- 
stambha inscription refers to 
all the three temples ; the 
Vijesvara, the Lokesvara and 
the Trailokesvara were 
constructed by Vijayaditya 
Lokamahadevi and 
Trailokyamahadevi 
respectively. The latter two 
temples therefore were 
constructed at the same time 
around 740 and the Vijesvara 
was probably around 710. The 
dates of the other temples are 
approximately arrived at on 
the comparative basis of their 
architectural characteristic 
features and styles. 

In particular, the Galaganatha 
seems to be a little later than 
the Kadasiddhesvara and the 
Jambulinga since the ground 
plan of the Galaganatha 


uimost abuts the 

of the Jambulinga. 
Even though the Early 

Lhalukyan style and 
characteristic features are 
evident in the Kashi 
Visvesvara, the occurrence of 

the diminutive niches, rigidity 

in the human forms of the 
narrative panels on the pillars 
etc. indicate a late date to the 
temple. Most of the early 
Chalukyan features such as 
fluidity and dynamism in the 
sculptural depictions and in 
the dvara-bandhas is less 
conspicuous. The temple may 
be dated to early ninth 
century. The Jaina temple 
follows the Kasivisvesvara. It 
may be noted that the dates 
suggested here to some of 
these temples are, however, 
provisional. Eminent scholars 
vary by decades in dating 
these monuments. 


The original Papanatha 
temple comprising the 
garbha - griha, the 
sabha-mandapa with four 
central pillars in the front 
appear to be of mid-late 
seventh century and the 
remaining parts apparently 
seem to have been added to it 
later around mid 
eighth century. 


On the southern side of the 
Sangamesvara and in front of 
the Mallikarjuna is an 
octagonal inscribed pillar set 
upon a square platfomi. The 
pillar carried atop a three 
pronged spear head that is 
missing and is originally 
therefore a trisula-stambha. 
Further, behind the 
Jambulinga and the 
Sangamesvara and in front of 
the Kashi Visvesvara and the 
Mallikarjuna is a series of 



small memorial shrines of 
varied proportions in different 
states of dilapidation. 

Chronology 

Of these temples' the fifth 
to eighth excluding the sixth 
of the above list can be dated 
in the light of the inscriptions 
referring to their patrons. 

The Sangamesvara was built 
at the instance of Vijayaditya 
(circa. 696 - 733), the 
Chalukyan king. It was 
originally known as 





































I. Kadasiddhesvara and 
II. Jambulinga temples. 

(Late seventh centwy) 

From the northern end; 
the two temples the 
Kadasiddhesvara and the 
Jambulinga, are one beside 
the other. They are modest 
and plain and broadly similar 
to each other in plan, form, 
elevation and style. Both are 
of rekha- nagara model. 

Each of them has a closed flat 
roofed mandapa without 
pillars and with the doorway 
in the front approached by a 
flight of steps. On the exterior 
of the walls of the garbha- 
griha is a deva-koshtha 
containing an image of a 
deity. In the mukha-patti of 
the sikhara is a panel of 
natya Siva. The amalaka and 
kalasa of the sikhara of both 
the temples are missing. 


Originally, as attested by the 
frontward projecting corbels 
of the front wall pilasters 
there was a mukha-mandapa 
to each of them that had 
disappeared in course of time. 

The Kadasiddhesvara 
(8.75m e-w x 4.10 n-s) has an 
ornate doorway flanked by 
Saiva dvara-pala in the front. 
The dvara-bandha comprises 
five sakhas one of which is a 
zoo- anthropomorphic naga 
sakha. At the bottom of the 
sakhas are graceful 
bas-reliefs of the Ganga and 
the Yamuna, the river 
goddesses. In the dvara- 
bandha of the garbha-griha, 
though similar to the front, 
one would not miss to notice 
a special feature in the lalata 
the image of Siva and Uma 
his consort seated close to 
him and the Nandi, his 



Dvara-bandha of the garbha griha (Kadasiddhesvara Temple) 


vahana below, bold and 
beautiful. At the extremities 
of the same lintel are : a 
figure of four armed Brahma 
to the right and of Vishnu to 
the left, a format found only 
in this temple. Outside in the 
deva-koshthas on the south, 
west and the north walls of 
the garbha-griha respectively 
are sculptures of Siva, Hari - 
Hara and the Ardhanarisvara. 
The last two are the spiritual 
synthetic fonns of Siva and 
Vishnu and of Siva and Sakti 
i.e. Piirusha and Prakriti 
respectively and historically 
implying a sincere attempt to 
forge unity between the Saiva, 
Vaishnava and Sakta 
sectarians. The 

Ardhanarisvara is an excellent 
work of art. It is particularly 
noteworthy that along the top 

zone of the walls runs a fine 

sculptural frieze of humour 
provocative kubja gauas in 
various postures and attitudes. 
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Kadasiddhesvara Temple 
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Jambulinga Temple 

The Jambulinga had 
originally a rectangular large 
mukha-tnandapa with the 
flight of steps on the south 
and north sides. Near the front 
edge at the centre was a 
^andi-mandapa. Now only 
the adhishthana is extant. At 
the bottom of the front dvara- 
bandha comprising three 
sakhas, without naga sakha, 
is a bas- relief of purna- 
ghatci, a symbol of prosperity, 
on each side. In fact the 
stambha-sakha of the dvara- 
bandha is of the ghata- 
pallava order and the dvara- 
bandha, of the triple sakha 
order. Unusually, at the lintel 
level are five small niches 
each containing a Siva linga, 

perhaps symbolising the Siva 



pancha-tatvas\ Sadyojata, 
Tatpurusha, Vamadeva, 
Aghora and Isana. The 
dvara-bandha of the garbha- 
griha is of the pancha sakha 
order with dvara palas on the 
sides and attendants at the 
bottom. In the devakoshthas 
on the exterior walls of the 
garbha gnha, are the images 
of Siva in the forni of 
Lakulisha (the founder of the 
Lakula Saiva sect) on the 
south, Surya in the west and 
Vishnu in the north. 
Underneath the kapota of the 
roof are a series of flying 
pigeons. Over the garbha 
griha rises the rekha nagara 
shikhara with mukha patti of 
the usual type. 


In front ofthe Jambulinga, a 

few metres away is the 
magnificent Galaganatha 

temple an exemplary typical 

model. The sikha^a in 
particular is the most 

imposing of the extant 

temples of this form 

Originally it comprised a 

mukha-mandapa pillared 
sabha-mandapa and a 
garMa- gn/m With closed 

pradakshina-patha all raised 
onjagafr (platform) an 
architectural component 
found only in this temple 

The first two architecmrai 

components down to the level 
oftheyagud-had disappeared 
exposing the north-south 


cross section of the 

gn/m raised on the moulded 
adhishthana, the sandhara- 

pradakshina-patha onm 

sides, the outer sidewalls, an 
the ghana-dvaras of the 

temple.A little below the 

exterior cenfraU.va-to^ 

oUhegarbha-griha^^^^^^^^^^^ 
of five square boxes b 

intervals containing mmia^e 

figures such as the monkey 

ITJhXanSa sakha ^ 



GaiaganathaTemple j 





















Dvara-bandha of the antarala (Galaganatha Temple) 


1. Amalaka 

2. Sikhara 

3. Mukha-patti 

4. Jagati 


What is particularly 
noteworthy in the temple is 
^he ghana-dvaras each on the 
south, west and north. The 
Postern and the northern are 
missing. The southern ghana- 
exhibits a colossal 
sculpture of eight armed Siva 
m the Andhakasurari form 
(the destroyer of 
^^dhakasura, a demon). 

The front pillars rather 
slender and ornate, is of 
Shata-pallava order. 


The high curvilinear sikhara 
rather squatish, comprises 
four bhumis marked by the 
karna- amalakas and has a 
vertically bold jalaka of laced 
tiny niches.At the top is the 
amalaka crowned with the 
kalasa. On the whole, this 
architectural model is similar 
in type to the Visva Brahma 
temple in Alampur Kumool 
district, Andhra Pradesh. 







Galaganatha Temple elevation 
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Andhakasurari Siva in the southern ghanadvara (Galaganatha tempie) 
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rv. Chandrasekhara 
Temple 

(Late ninth centwy) 

The Chandraseldiara temple 
of moderate proportions 
(10.0 X 5.20 metres), plain 
and simple, is located 
between the Galaganatha on 
the north and the 
Sangamesvara on the south. 
This entirely flat roofed 
temple consists of a 
rectangular closed mandapa 
without pillars, antarala and a 


receding garbha-griha. In the 
front is a flight of steps with 
balustrades, to the mandapa. 
Each dvara-bandha of the 
^cindapa and garbha- griha 
is flanked by Saiva dvara- 
palas. The exterior of the 
walls is throughout decorated 
with pilaster motifs at regular 
intervals. 

In front of the temple is 
Nandi mandapa of which 
only the adhishthana with 
Nandi thereon at the centre is 
extant. 





















V. The Sangamesvara 

(Circa 710) 

Immediately to the south of 
the Chandrasekhara, is the 
Sangamesvara originally the 
Vijayesvara or Bijesvara as 
mentioned in the inscription 
in this temple, was built by 
Vyayaditya. Robust and 
heavy, its plain architecture 
and stately appearance are at 
once strildng. This is the most 
remarkable example of a 
dravida vimana architectural 
model, completely evolved in 
this place. 


patha are three perforated 
windows on each side. In tlie 

sabha-mandapa are four rows 

of four heavy pillars each, 
square and plain without base 
and having on each face two 
semicircular medallions in the 
upper and lower zones with a 
short vertical band in 
between, entirely plain, 
except for Kannada label 
inscriptions here and there. 

At the top are capitals of the 
patra and mushti- bodige 
type. In the subsidiary shrines 
to the right and the left were 




The preceding stages of the 
development can be traced in 
the temples such as the lower 
and the upper Sivalayas, the 
Malegitti Sivalaya in Badami, 
the Bananti, the Mallikarjuna 
and the Mahakutesvara 
Sivalayas in Hosa-Mahakuta. 
This temple model became 
the most widely known and 
was adapted through the ages 
in the entire south. 

Raised on a high kapota 

bandha-adhishthanaihQ 

temple with a separate Nandi 


^dndapa in the front consists 
of a heavily pillared sabha- 
^andapa with a mukha- 
^andapa each on the south, 
east and the north, a narrow 
(irdha-mandapa with 
subsidiary shrines at the front 
comers and a garbha-griha 
with the sandhara- 
pradakshina-patha aroimd it. 
The side walls of the sabha- 
mandapa and the mukha- 
mandapas except the flight 
of steps had disappeared in 
course of time. In the wall 
enclosing the pradakshina- 



















installed respectively Ganesa 
and Mahishasuramardini now 
not found. On either side of 
the garbha-griha is an image 
of Saiva dvara-pala with 
defaced inscriptions nearby. 
Outside the temple, all along 
the edge of the roof is hara a 
string ofsalas and kutas 
forming a parapet. From 
above the garbha-griha rises 
the dvitala-vimana with 
square sikhara at the top 
carrying the kalasa. On the 
exterior of the wall skirting 
the pradakshina-patha in the 
middle zone are four deva- 
koshthas on each side at 
regular intervals enshrining 
the unfinished sculptures of 
the gods: Gajasurari Siva, 
Vishnu, Bhu-Varaha, etc. 
Many of them are in outline 


ready for sculpting and some 
others unfinished. What is 
noteworthy in this temple 
model is the emphasis on the 
horizontal lines bold and 
distinct in the elevational 
profile from the adhishthana 
to the sikhara. 

The one line inscriptions in 
Kannada script and language 
on the pillars of the sabha 
mandapa, interestingly 
enough, seem to provide an 
insight into collective efforts 
of both the people and the 
king in their endeavor to 
construct the temple. On the 
four pillars of the southern 
side are the inscriptions 
mentioning that the pillars 
were built by certain 
individuals. 


One such inscription on the 
third pillar from the front of 
the inner row for instance 
mentions “Challabbeya 
kamba'' (pillar of Challabbe, a 
distinguished lady). Similarly, 
on the first, second and the 
fourth are the names of the 
donors: 

Sri Vidyasiva, Perggade 
Poleyachhi and Nirvanakaara 
Paka, respectively. Of the two 
inscriptions on the sides of 
the dvara-bandha of the 
S^rbha-griha one is very 
defaced. The inscription on 
the other is not very clear. 
However it seems to state the 
land was a grant by someone 


to a brahmavida (brahmana) 
from Muguli, a village nearby 
and Tijesvara bhatard the 
god of the temple, the 
gandharvas (artists) and the 
‘‘sutrd' (architects) are the 
witness to the grant made. 

As known from a separate 
Kannada inscription of 1162 
located in the temple, 
Chavumda's(II) senior queen, 
Demaladevi and their son, 
Achideva while enjoying 
'Tattada kisuvolar revived 
in saka varsha 1084 (=1162) 
the grants meant for the 
worship to the god ''Sri 
Vijayesvard' and the cultural 
activities in the temple, made 
by the earlier kings. 



The elevation (Sangamesvara Temple) 
















































































































VI. Kasi Visvesvara 
Temple 

(Late decades of eighth century) 

A few metres away from the 
southwest comer of the 
Sangamesvara is situated the 
Kasivisvesvara temple of the 
rekha-nagara model. This 
temple is probably the last in 
the series of the model in the 
locality. Originally, the temple 
comprised the mukha- 
mandapa, sabha-mandapa, 
antarala with a doorway in 
the front and a garbha-griha 
of which only the last three 
components and the 
adhishthana of the first 
component are extant. 


Some metres eastwards from 
the mukha-mandapa is the 
Nandi- mandapa but without 
the walls and the roof. On 
either side of the ornate 
pancha sakha-dvara-bandha 
to the small sabha-mandapa 
is a saiva-dvara-pala and 
deva-koshtha with pediment 
of diminishing rows of laced 
miniature niches on the top. 

At the bottom of the sakhas of 
the dvara-bandha are 
beautiful bas-reliefs of the 
Ganga and the Yamuna 
besides other attendants and 
mithunas/dampati. In the 
lalata-bimba is Gamda 
holding the tails of the 


^ciga- sakhas. In the sabha- 
mandapa are four central 
pillars of which three are of 
the ghata-Pallava order and 
one is with amalaka in the 
zone of the padma-bandha. In 
the padma- bandha of the 
pillars are sculptural panels 
with the depiction of gods and 
goddesses or scenes from 
Puranic episodes relating to 
Siva leelas and Krishna 
leelas. They are in 
circumambulatory order: 

On the left hind pillar 
From south 

i. Ravana lifting Kailasa 
with Siva Parvati in the 
Kailasa, Nandi and kubja 
ganas; 


ii. Gajasurari Siva (the god 

slaying demon in the form of 
an elephant and as desired by 
the penitent demon, covered 
himself with the skin from 
behind held with his hands. 
The elephant's head is shown 
below. 



Gajasurari Siva 
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lii. Natya Siva with a kubja 
gana performing an acrobatic 
exercise and 

iv. Gangadhara Siva Bhringi, 
a staunch devotee of Siva, 
dancing with him; 

On the left front pillar from 
south : 

i. Krishna stealing butter 

from the pots of the Gopikas, 
slaying the demons 
Sakatasura, Kakasura, 
uprooting the Yamalarjunas in 
the form of trees, 

Dhenukasura in the form of a 
bull, Kesi in the form of horse 
and sucking the very life of 
Putana, a demoness while she 
fed poisonous milk to the 
baby, all commissioned and 
sent to kill Krishna by the evil 
minded Kamsa, the king of 
Mathura and Krishna’s uncle; 



Kasi Visvesvara Temple 
ground plan 
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ii. Vishnu as Trivikrama, 
Seshasayi, (Govardhana) 
Giridhari Krishna; 

iii. Krishna subjugating the 
inebriated elephant, 
Kuvalayapida, slaying Kesi in 
the form of a horse and 

iv. Devaki, Krishna's mother 
lying on the couch, Vasudeva 
taking the baby Krishna to 
Gokula, Krishna as gopalaka 
and Krishna mortifying 
Kaliya, the venomous serpent 
dwelling in the Yamuna river. 
On the right front pillar 
from north : 

i. Siva-Parvati with the 
baby, Skanda on the waist; 

ii. Siva as unfathomable 
Jyotirlinga with Vishnu and 
Brahma as well as dikpcil^^^ 

iii. Devout Rishis offering 
obeisance to this great 
resplendent god and 

iv. Ardhanarisvara 

On the right hind pillar 
from east: 

i. Siva as Tripurari seated 
along with Parvati in the 
chariot aiming his arrow at 
Tripurasura indicated by three 
small niches at the top left 
comer. Brahma is the 
charioteer. Ganesa is seated 
near the vehicle. 

ii. Siva as Andhakasurari 

iii. Sages offering worship 
to Siva 

iv. Siva-Parvati marriage 
(kalyana sundara murti) wit i 
Brahma and Vishnu. 

On the pilasters are lions 
standing on their hind legs in 
side profile in bold relief 

In the ceiling is a panel 
displaying Siva with Parvati 
holding the baby Skanda on 
the waist and with Nandi, 
from the beam right over th^ 
pillar capitals are elephants 
^nd at the comers, the yalis* 


The pancha-sakha-dvara 
bandha of the antarala is 
ornate with saiva-dvarapalas 
on the sides. On the bottom 
surface of the beam is a Siva 
linga being worshipped by the 
kinnaras. In the ceiling of the 
garbha-griha is a relief of a 
fully blossomed lotus flower. 

On the exterior of the side 
walls are stambha-pcinj^^f'^^ 
(tall, slender pillared niches). 
In the niches on the northern 
wall are the sculptures of 
Ardhanarisvara and Jatadhari 
Siva. At the top of the walls 
just below the cave is the 
frieze of kubja-gcinas carrying 
flower garland. Over the 
garbha-griha is a rekha- 
nagara-sikhara of five 
bhumis with the amalaka 
crowning it. It is slender and 

has a conspicuous tall vertical 
appearance. The gradual 
curvilinear profile is gent e. 
The stikanasi is prominently 
and distinctly projected with 


mukha-patti displaying the 
sculpture of Natya Siva. 

The Trisula (three pronged 
spear)5ra//f^/ifl. 

Some metres from the front 
of the Mallikarjuna temple is 
this octagonal Trisula- 
stambha with inscription, in 
the Kannada language and 
script in transition. It is set up 
on a high square richly 
moulded plinth. The three 
prong component at the top of 
the pillar is missing. The 
inscription begins with an 
invocation to Ardhanarisvara. 
It states that the pillai' was 
installed in the spot to the 
south of Vijayesvara by 
Vijayaditya, north of 
Lokesvara and (the east) of 
the Trailokesvara temples 
were constructed by 
Vikramaditya's beloved 
Queens “Lokainata i.e. 
Lokamahadevi and 
Trailokyamahadevi, the 
mother of Kirtivamian (II) 


by Jnanasivacharya hailing 


j4iA 











































The inscribed Trisula-stambha with Mallikarjuna and 
Kasi Visvesvara Temple behind. 


from “Mrigathanikahara 
vishaya” located on the 
northern bank of the nver 
Ganga. It continues to record 
that he was residing m the 
premises of the Vijayesvara 
temple and gifted 30 

<WyW’(akindofgold 

coin) to the temple for 
performing worship to the 
god. In consideration of the 

character and the style of the 

inscription and the reference 
to Kirtivarman (II) the pill 

maybe dated to late eighth 

century. 

Yirupaksha and 

VIII. MaUikarjuna Temples 

( 4 ,h decade of eighth century) 

Immediately to the south of 

the Kasivisvesvara, are th 

two celebrated royal temples, 
the Mallikarjuna and the 

Virupaksha (one beside th 

other). The latter is a little 

forward and larger than the 

former. Both are within a 
dvaras one on the ea 

other on the west, me 

is partially extant. 

The two temples of 

almost Similar to each other m 

the layout, elevation, the 

pillar forms, the 

“JpilasKrswi.1. >»»'”/ 

circular while that of the 

Virupaksha, squai'e. 
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the temple comprises of a 
spacious squarish heavily 
pillared sabha-mandapa 
having mukha-mandapas on 
the north, east and south a 
small shrine each at the front 
comers of the antarala 
distinctly bifurcated froj^,, 
sabha-mandapa by tWo n-i] 

in the fa9ade in alignment 

with the inner most rowo 
the pillars of the sabha, 
mandapa and a garbha^ 
encircled by the sandh^^^^^ 
pradakshina-patha acce^*^' 
from the antarala. 
distinguishes these tWo 
temples is the profusely 


exuberant decoration of the 
pillars, pilasters, dvara- 
bandha, beams, ceilings, 
exterior of the kakshasana, 
and the exterior of the walls, 
with miniature and colossal 
sculptures of various kinds: 
human and divine, narrative 
panels displaying episodes 
from the two maha-kavyas 
and of other classical Sanskrit 
works; floral designs, 
animals and mythical forms 
and scenes from everyday 
life. Especially’m the 
superstructure ^he garbha- 
griha there is a prominent 
projection on “e front of the 


talas resting on the antarala 
beneath- a feature to be 
noticed for the first time in 
these two temples. This 
architectural component is 
known as sukanasi. 

The Mallikarjuna 

Except the southern part, 
the prakara has almost 
disappeared. Similarly, only 
the front part and Nandi 
partially broken in situ on the 
floor of the adhishthana of 
the ^diVidi-mandapa are 
extant. The elephants in the 
adhishthana in different 
postures, natural and forceful, 


are of absorbing interest. 

The pillars rather slender are 
ornately decorated. The 
temple is on the high 
adhishthana of the kapota- 
bandha type. All the mukha- 
mandapas are provided with 
flight of steps. Along the edge 
of the floor of each mandapa 
is kakshasana with the 
entrance from the front. In the 
eastern mukha-mandapa the 
two pillars located on the 
kakshasana flanking the 
entrance are decorated with 
sculptures: Ugra Narasimha 
with the inscription 
mentioning “Sri Perggade” 



T’/ie Mallikarjuna (Traih 
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(“the king”) on the left and,on 
the right two charming ladies 
in vivacious posture, one 
holding a musical instrument 
supported by a dwarf maid 
servant and the other carrying 
a fly-whisk., a fine sense of 
contrast: the terrific and the 
elegant. The dvara-bandha 
here and in the other mukha 
mandapas are relieved into 


five sakhas varied and ornate. 
The bottom of the sakhas is 
plain. In the lalata-bimba of 
the lintel is unusually a tiny 
motif of Vishnu on the flying 
Garuda. On either side of the 
dvara-bandha is a saiva- 
dvara pala, four armed 
carrying trisula, naga 
(serpent) in the rear hands. In 
the ceiling is a larger panel of 



The ground plan (The Virupaksha and Mallikarjuna Temples) 
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blossomed lotus. In the 
spacious and squarish sabha- 
mandapa, are four rows of 
solid square pillars without a 
base dividing the hall into a 
central nave and side aisles. 
The central two rows are in 
alignment with the pillars in 
the fa9ade of the antarala. 
Every pillar carries atop 
double crossed corbels of 
mushti and taranga types. 


zoo-anthropomorphic Naga 

with serpentine body and the 
torso in the human form with 
folded hands boldly 
projecting fi'om the centre and 
natya Siva with Parvati 
and Nandi. 

In the hall, are four rows of 
pillars with decorative and 
narrative panels. Leaving 
those that are self explanatory 
and repetitive scenes, the 




Nandi mandap^ (Mallikarjuna Temple) 


Corresponding to the rows are 

pi asters m the walls. On the 
pillars are two semicircular 
medallions With a vertical 

band all richly carved into 
intricate floral and other 
designs.In the middle zone 
are sculptural panels 
displaying the episodes from 
the Mahaka^y^^ 

frontal side of the double 
corbels, are reliefs of 
flying semi divine couples, 

the Gandharvas and on the 
top of the double corbels from 
the beam Projects the figure 
of an elephant rider. The 
ceiling of the centi’al nave, are 
covered with large panels of 
Gajalakshiui^ 


Nagapuja 

panels depicting significant 
and the most popular scenes 
from the literary sources, are 
identified as: 

Pillars (near the garbhagrihd) 
on the south side from the 
west end and from north face; 

l.i. Siva Parvati; a lady 
cajoling a pan'ot in front of 
the rnandapa 












































A scene from “Yashodhara Charite” (Mallikarjuna Temple) 


An episode from 
Yashodhara charite: 

Infatuated queen Amritamati 
beaten by an awkward 
elephant gaurd, Ashtavakra, 
her paramour and 
Yashodhara, the Ujjain king 
knowing the infidelity of his 


wife, throwing a flower at her 
and she pretends swooning at 
the strike of the flower! 
ii. People offering worship to 
the Nagas emerging from 
termites with Siva-linga 
below 

iv. Above two noblemen on a 



The dvara-bandha of the sabha-mandapa (Mallikarjuna Temple) 
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seat and below Narasimha, 
one of the incarnations of' 
Vishnu fighting with 
Hiranyakasipu, the demon, 

2. iii. Krishna and Yasoda, 

his foster mother; below a pot 
of nector. 

3. i. Krishna’s birth; 
Vasudeva carrying the baby to 
the Nanda Gokula; Devaki, 
Krishna's mother in prison.' 

ii. Yasoda Krishna; and a 
domestic scene. 

4.ii. Rama, Sita and 
Lakshmana moving in a 
chariot with a battalion of the 
Vanaras carrying weapons of 
various kinds in the front. 

5. i. Siva and Parvati 
with Nandi 

Pillars on the south side 
from the west end and from 
north face 

2. i. A woman with 
elongated breasts probably 
Shurpanakha, Ravana’s sister 
in the court. 

ii. Rama aiming an arrow at 
Maricha in the disguise of a 
golden deer; etc. Hanuman 
entering Ashokavana etc. 



Pasupatastra, the 
extraordinary weapon. 

4. 1 . Nandi dancing to the 
play of ghata, the musical pot. 

Pillars on the northern 
side from west end and from 
south face (near the 
garbhagriha) 


1. i. On the southern side, at 
the top is depiction of 
Mahishasuramardini, the 
goddess seated on the lion and 
chasing Mahishasura, the 
demon who is fleeing fear 
stricken: a scene that is one of 
the most powerfully dynamic 
and vigorous in 
Chalukyan art. 

iii. Three moving swans 
one behind the other 
approaching Garuda who in 
turn is approaching Vishnu 
(the story of Tittibhas 
[plover]birds whose eggs 
were swept away by the sea, 
approaching Gamda who in 
turn entreats Vishnu, his lord, 
for the restoration of 
the eggs.) 


Tittibhas Garuda and Vishnu 






































Royal lady attended by maid 


2. iv. In a semi-circular 
medallion a hermitage in a 
grove. A rishi teaching the 
students in front of his house 
in a wooded area and 
monkeys moving about on the 
summit of a nearby hill. 

Indra and Vajra seated and 
Ahalya, the wife of Gautama 
the rishi standing, with their ' 
names inscribed. 

A lady lying stretched on a 
couch with a maid servant 
near her feet, 
ii. Siva and Parvati in 
Kailasa. Below a bowman iiy 
the chariot probably, 
Manmatha, the god of love 
accompanied with a horse 
faced human, Vasanta (the 
Spring) Curiously enough, 
that chariot is drawn by two 
swans that hold the yoke by 
their beaks. The divine 
marriage of Siva with Parvati 

i. e. Kalyana Sundara murti ’ 
Brahma being the priest. 

5. i. Rama and Lakshniana- 
Jatayu fighting Ravana (on 
the way while abducting Sita\ 

ii. Two birds facing each ^ 
other. 


the north side ( 
hall from the west end. 

the southern face) 

^ episode from the tl 
story of 
^nd monkey 

s^^^.^^ctly displayed in the 
circular medallion, 
e./owisthe panel of the 
/^sode from the 
^^^hatantra story of 

^he snake 
^ ^cd to above 

Pancha Pandavas 
foj. , (on the strategy 

ill ^ ^ ^crthcoming war) 
t^^ Pandu, the king of 

^iv ^ith his two 

^^iiti and Madri in th 
of Dhaumya rishi; 
a his two queeni 

^ nobleman 
y Pandu in a chariot 
j Scd in hunting. 

^^nkey seated on 
wooden log, 

• remove the wedge 

^ ^^’^icircular 

story froir 

Hi p^^f^chatantm. 

N wi* his 


I 
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Sculptures on the pilasters 

On each of the pilasters is a 
sculpture of a lovely mithuna 
in moderate royal attire in 
bewitching postures or a 
warrior, almost in round relief 
about one metre high, many 
being mutilated. One of them 
holds a cup probably with a 
stimulating drink. The 
mithunas in particular are in a 
frank mood of displaying 
passion for each other. On a 
pilaster at the eastern end on 
the southern side is a 
beautiful sculpture of a prince 
seated on a throne. Below is 
an elephant with ease and 
comfort transporting a heavy 
log of wood by its proboscis. 
The portrayal is undeniably so 
natural. 


Of the two subsidiary 
shrines in the antarala the 
one to the left enshrines the 
image of the Mahishamardini. 
What is striking is the vigour 
and force with which the 
demon in human form but 
with horns, is being finished 
by the goddess, one of the 
rarest conceptual forms in the 
domain of Chalukyan art. 

The open space between the 

two shrines forms the 

antarala or sukanasa with 
two pillars in the facade and 
two behind them. The square 
panel in the ceiling divided 
into nine compartments has 
Siva and Parvati at the centre 
and Ashtadikpalas such as 
Indra, Agni and others in the 
other panels. The pancha- 
sakha dvara-bandha is as 
usual ornate. In the lalata- 


Kama with Vasanta 





68 

























bimba of the lintel is Garuda 
holding tail ends of the naga 

in zoo-anthropomorphic form 

with folded hands, a common 
motif in the Chalukyan 
structural temples. Above this 
in a small mandapa are seated 
tour armed Siva with Parvati 
^J^^gandabhermdalQ 
double-headed eagle. Below 
the bottom 
f the multiple sakhas is the 
f ^l^-pallava. On either side 
dvara-bandha is a 
saiva-dvara-pala. On the 
IS a large panel of a 
^“^*°*^t)med lotus flower 

On the outside in the 

northern are 

beautiful sculptures 
particularly the 

tnis has been recentlv 
furthe7H'*’’^‘*’^^^^ to arrest 

urther damage to the temple. 

Moving from the right side 

nfthe eastern 

round the temple up 

point, one ^ 
‘Continuously 

P Hared 


makara- torana in the middle 
zone of the wall each with a 
sculpture mostly of Siva in 
many manifestations. Such as, 
jatadhari Siva, usually four 
armed carrying the parasii 
(battle axe) and trisula in the 
rear hands, Hari-Hara, a 
syncretistic form of Siva and 
Vishnu; Natya-^\v?i with 
Gajalakshmi above, Siva and 
Parvati, Gajasurari; four 
armed Siva, Lakulisha with 
staff in the hand standing on 
apasmara symbolising death, 
and above with gandharvas 
flying in the sky; eight armed 
dancing Siva, Ardhanarisvara 

Siva, four armed Siva with 
the usual attributes, Siva, 
unfinished sculpture probably 
depicting Siva, Vishnu, 
indistinct sculptures. 

Below these deva-koshthas 
are varied floral designs. 

The superstructure on the 
gcif'bha-gnha i.e. tri-tala 
vimana is crowned with a 
square sikhara. On the 
^ukha-patti of the sukanasa 
projecting from the talas is a 
fine sculpture of Natya Siva. 

















Virupaksha temple 

This temple, almost intact 
gives a complete idea of the 
fully evolved vimana 
architectural form of the 
period. Stylistically too it 
represents the zenith of the 
Chalukyan art. This is the 
largest of all the temples in 
the locality. In the centre of 
the eastern and western walls 
of the prakara (67.20 metres 
X 31.50 metres) enclosing the 
temple, are maha-dvaras. 

The eastern maha-dvara is 
practically a pillared 
mandapa having four square 
pillars with reliefs of 
mithunas on them. Here, it is 
particularly noteworthy that 
there are inscriptions above 
the sculptures. The inscription 
on the right side of the 


mandapa states that 
Lokamahadevi, the chief 
queen constructed this 
'Lokesvara' temple. The other 
inscription on the pillar on 
the left side speaks about 
Gunda Anivaritacharya, a 
distinguished architect. On 
entering the maha-dvara one 
would see in the front court a 
Nandi-mandapa (7.50 metres 
square) raised on a high 
adhishthana of mancha- 
bandha type with series of 
elephants in diverse postures 
and attitude. The mandapa, 
open on all the sides, has four 
heavy and ornate comer 
pillars (2.10 to 2.40 metres in 
height) having circular upper 
part. Within the mandapa is a 
colossal Nandi sculpture with 
glittering polish made on 
black granite. On the western 


side near the comers are 
sculptures, most elegant and 
Varied, of a tall, slender lady 
^ a posture lovely and 
sinuous under an umbrella of 
distinct type on one side, on 
the other side is a lady of 
similar type and style with a 
flower in her hand. Near the 
sculpture is an inscription 
stating that Sarvasiddhi 
acharya is the architect of the 
southern part of the temple. 
Similarly there are sculptures 
mostly of romantic couples on 
the other sides as well. Of 
them two on the southern side 
are noteworthy; Indrani, the 
goddess, carrying an elephant 
s{dindsird{gaja-dhvaja) and a 
lady talking to a parrot 
perched on her right hand. 
Even on the inside are 
amorous couples. One of 


them is playing on a smnged 

musical instrument held by a 


dwarf servant. 

About 4.50 metres 
westwards from the Nandi- 
mandapa is the temple proper. 
Xhere are inscriptions on the 
front pillars of the eastern 
mukha-mandapa. The one 
on the left pillar states the 
renewal of the grants, made 
earlier by Vijayaditya 
Satyashraya to the artists 
(gandharvas of the temple), 
by Lokamahadevi and Shri 
Guppa Duggadi Duggamara, 
probably the chief of the 
team, received the 
confirmation. On the back of 
the same pillar is a Sanskrit 
inscription in praise of 
Achalan, the celebrated 
exponent of Bharatamiini’s 
^nd supreme in 
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the field. On the front side of 
another pillar is an inscription 
mentioning the grant of a 
village, Nareyamgalla 
(the present Naregal, Ron 
taluk, Gadag district, 
Karnataka) to the temple. 
Beside this are beautiful 
sculptures of attractive human 
pairs. On either side of the 
dvara- bandha is a saiva 
dvara-pala richly adorned 
with ornaments. Below the 
dvara- pala on the right side 


is an inscription stating that 
Devaputra, the disciple of 
Sakaresvaravaadi and the son 
of Sripaadadeva carved the 
large ceiling (melgandu an 
old Kannada word for a 
decorative ceiling panel) 
panel of Surya, the sun god. 
He is accompanied with Usha 
and Pratyusha aiming an 
arrow on the bow in the 
chariot yoked with seven 
horses and driven by legless 
Aruna. All together imply that 


the sunrise dispells darkness. 
On the right and left sides of 
the dvara-palas are in the side 
walls, respectively, auspicious 
padmanidhi and Sankhanidhi 
the semi divine beings 
symbolising prosperity and 
wealth. Below Padmanidhi is 
an interesting inscription 
announcing the merits of 
‘^Natasevya"" i.e. Achalan, the 
son of Devayya. The pancha 
sakha-dvara-bandha 
including the naga-sakha is 
ornate. And in the Mata- 
bimba of the lintel is a 
miniature figure of Garuda 
holding the tails of the nagas 
of the naga-sakha. 

Next is a spacious hall 
(15.20 metres x 13.25 metres) 
with four rows of square 
pillars without base, of four 
each dividing the hall into a 
central nave and side aisles. 
On the top of each pillar is 
the capital of taranga type 
supporting the beams. As in 
the Mallikarjuna temple, the 
upper and the lower zones of 
the pillars are decorated with 



Dvara-pala (Virupaksha Temple) 

























































































































1 

j; 



semi circular medallions 
with vertical band in between 
carved with floral and animal 
or mythical designs of 
exquisite beauty. Narrative 
panels depicting episodes 
from the Sanskrit literary 
works besides scenes from the 
mundane life are depicted. 
Only those panels that need 
Identification are enumerated 
below. 

From the west end pillar 

near the ^ar6/,a-.griVia, in the 

north side of the hall and 
from the south face: 

1 i. Above flying 
gandharvas] Ahalya 
am/ii-parniandTilottama, 

one oftheapM^as (celestial 

n^phs ofthe.vm-ga-/oita 

(heaven), Indra and Vajra. 

iv. Besides the usual 
mundane scene, Indra, 

Indra, 

ya, Indra cajoling 
, ^ particular, an 

elephant h-ampling a horse 

and between Hanuman 

2 h r"'’ "^onatnictionof 
th^ndgebytheVanaras; 

„ ainthe/lsofevana; 
Hanuman devastating 
me garden. ® 

J. Hanuman cr„s,i„g 
and Hanuman 

ci^numan-s entry into Lanka 

li. Duryodhana hiding in the 
Jfr«/i«mpaa3;analake 
Ouiyodhana and Bhima 
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fighting with maces. 

iii. The Kauravas capturing 
the cows (gograhana); the 
war; Aijuna, Uttara (the son 
of Virataraya), Duryodhana; 
Bhishma offering obeisance 
to Krishna before the 
commencement of the war; 
Kama and Salya fighting with 
Aijima. 

iv. Gograhana; the 
Mahabharata war. 

4.i. Pandavas discussing in 
camera. 

5. i. An episode from Saiva 
purana: Royal couple with 
the rishis. Daksha, Sati's 
father, performing sacrifice; 
Siva and Sati on Nandi; Sati 
immolating herself in the 
sacrificial fire. 


Performance of Yajna 

The inner row of the pillars 
on the southern side 
From the northern face of 
the pillar near the garbha- 
griha i.e. from the west end 
1 .i. Churning the sea by the 
Devas and Asuras; emergence 
from the sea of the 
Kamadhenu, Airavata (white 
elephant), Uchchhaisravas 
(horse), Lakshmi etc. 

2. ii. Dual fight between 
Arjuna and Siva in disguise of 
a kirata (a hunter); Arjuna 
obtaining Pasupatastra 

from Siva. 

ii.Arjuna and Siva chasing the 
pig in opposite directions. 

3. i. Natya Siva (note the 


Samudra Manthana 




Ravana confronting Jatayu. 
fight between the two. 

5 ii. Indra and Indraani on the 
elephant; Vishnu on Gamda 
and Brahma on swan. 

iii. Natya Siva and Parvati. 

iv. Eight armed natya Siva 
and Parvati. 

Pillars on the south side 
from the west end and from 
the south face. 

1. Four armed Siva seated in 
yogasana on lotus etc. 

2. ii. Siva appearing before 
Markandeya, a young devotee 
of Siva destined to die at 
sixteen worshiping Siva linga. 
Yama, the god of Death, 
throwing his noose at the boy. 
This is a Puranic episode. 

3 i. Indra on Airavata, the 
divine elephant. An episode 
displaying the sons of a 
Puranic king, Sagara by 
name, entering with their 
sacrificial horse the hennitage 
of Kapila, a great rishi who 
was engaged in penance. 

ii. Surya in the chariot in 
the sky indicated by clouds 
along with Usha and 
Pratyusha. Below: Gamda 
offering obeisance to his 
mother. To release his mother 
fi'om the bondage under Aditi, 
co-wife to Kashyapa, a great 
rishi, Gamda successflilly 


Kiratarjuniya 

balancing of his posture with 
the serpent in the hand); 
Kharadushanan, Surppanagi 
(Shoorpanakhaa) Lakshmana 
mutilating her nose; 
Surppanagi in disguise of a 
beautiful lady approaching 
Lakshmana; Rama and Sita; 

Ravana and Maricha; 
Lakkana (Lakshmana), Rama, 


Ravana abducting Sita episode 

'ponmarV (golden deer i.e. 
Maricha in disguise), Ravana 
in disguise of a rishi 
approaching Rama's hut; 
Ravana abducting Sita and 
carrying her in his chariot. 




















fighting India and getting 
cimrita-kalasa (to Aditi as per 
the terms for emancipating his 
mother from the bondage). 

iii. The descent of the 
Ganga from the heavens to 
the earth at the instance of 
Bhagiratha's penance. Siva in 
order to contain Ganga's 
terrific and torrential pour 
receiving it into his matted 
hair locks and thus subdued 
allowing it to flow to the 
earth. Siva and Parvati (being 
pleased with his persistent 



Ganga entering Janhu hemita 

efforts for a noble cause) 
appearing before Bhagiratl 

IV. Sacrificial horse, Jah 
another great m/ii, swallo’ 
the Ganga and allows her I 
flow through his ears (on 

account of which Ganga c; 

tobeknownasJaa„/,avA 
Bhagiratha standing on on 
leg and performing penam 

illars on the north side 

from the west end and 
worth face 

^ • i- A couple seated on a 
NoT^’ to music. 

Noteworthy are a water pc 

(beetle le< 
box under 

eouch, a natural scene of 
Pnvatelife. Above are the 
their wiv 

•i. Goats' fight. Below: tl 

fimara. fighting the demc 

2-iv.Three passionate corn 
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Mithuna on the pilaster 
(Virupaksha Temple) 

engaged in friendly activities 
such as in one of them the 
husband is plaiting his 
wife's hair. 

4. i. Gods and gandharvas 
approaching Siva and Parvati. 
Ganesa. 

ii. Under a tree women in 
graceful postures with their 
dwarf attendants. Below 
seated Siva and Parvati. 



Mithuna on the pillar 
(Virupaksha Temple) 


Fascinating mithunas on the 
pilasters 

Couples of nobility or 
young females of captivating 
beauty, are on each of the 
sixteen pilasters in varied 
postures, often voluptuous 
with lively expressions and 
nioderately attired, they 
display cheerful and intimate 


wioments of life. 

Unfortunately most of them 
are mutilated. 

From the innermost on the 
worth the fourth is Manmatha 
with Rati, his consort, the god 
of love holding his distinctive 
attribute sugar cane in the left 
hand. Beside him is his 
standard with an emblem of 

crocodile i.e. makara-dhvaja. 


Above this divine pair, is the 
scene from the story of the 
dttibha birds similar to the 
one in the Mallikaijuna 
temple. The one near the front 
door of the hall attracts the 
attention of the on-looker. 

The husband is holding the 
left hand of his wife, 
frightened at the monkey 
wearby. The depiction is 
simply natural. On another 
pilaster nearby is portraye 
lady whose long dangling? 
plaited hair is by itself 
beautiful. There is an array 
young couples bewitching 
wnd modest as if they are 
'^ing with each other m 
displaying their beautitui 
forms at their best. 

In the southern mukha-^ 
fnandapa is an attention- 
grabbing sculpture: 

Narasimha, °getting 

incarnations of Vishn s 
Hiranyakasipu, the e 

into his inescapable gi F 

behind inthedualfigW’ 

powerful presentatio 

and unusual, ^^a-dvara- 

anH QtriWins. The 


pala on XhQ right, in side 
profile almost in round relief 
is another masterpiece of 
sculptural art. Slightly bent 
forward and resting his hands 
on the tip of the upright mace 
as if offering obeisance to the 
dignitaries passing through 
the mandapa. The statue is 
testimony to the sculptor's 
intimate and keen observation 
of such moments in society 
and his dexterity in portraying 
such unusual forms. The 
posture so naturally portrayed 
is superb. A little above the 
sculpture is an inscription 
mentioning that the sculpture 
was made by Duggilacharya, 
the son of Baladeva. There is 
yet another sculpture here on 
the pillar that readily attracts 
the attention of a visitor i.e. 
Ravana lifting the Kailasa 
mountain with his hands. 
What is noteworthy is owing 
to the swinging of the 



Ravana lifting Kailasa mountain 
(Virupaksha Temple) 



































mountain the alarm created 
among the inmates of Kailasa 
so naturally brought out and 
the fear stricken animals such 
as monkey, squirrel, snake, 
pig, lion, deer, running helter 
- skelter for life; a saiva-gana 
throwing stone at Ravana, 
another aiming an arrow from 
the bow towards him; 
whereas Parvati also struck 
with fear unabashedly holding 
Siva by her side though being 
with the Supreme Protector 
close by! On account of the 




Gajendra moksha 

(Virupaksha Temple) 



Lingodbhava murti 
(Virupaksha Temple) 

unbearable weight of the 
mountain on him, Ravana's 
leg is stuck in the earth 
displaying the gravity of the 
situation. In spite of all these, 
Siva remains totally 
composed and unmoved. 

In the northern miikha- 
mandapa in a niche on the 
right is Siva dancing on 
apasmara, the death. There is 
an inscription of circa 782 
here on a pillar belonging to 
the period of Kaliballaha 
(Dhruva, the Rashtrakuta 
king). It states that 
Baadipotte, the daughter of 
Goyinda potte in regular 
service of the temple had 
donated gosasa (gifting of 
cows). Here are as usual 
charming mithunas. On the 
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outer side of a pillar of this 
mandapa is again a beautiful 
depiction of Gajendra- 
moksha. The composition is 
exceedingly well balanced, 
rhythmic and superb in 
execution. 

Outside the temple are wall 
sculptures all around. The 
sculptures in pillared deva- 
koshthas under intricately 
carved makara torana or 
without deva-koshthas in the 
recesses and projections in the 
wall are from the southern 
side of the earlier mukha 
mandapa a couple under a 
tree, Siva as Lingodbhava- 
murti under the makara- 
torana representing a Puranic 
episode in which Siva appears 
in the form of an effulgent 
pillar of fire (spiritual 
brilliance) unfathomable from 
the top or the bottom and 
Vishnu on Garuda and 
Bramha on swan trying to 
find out respectively the 
bottom and the top of the 
pillar but in vain - 
eight armed Siva carrying 
parasii and trishula in his 
hands - 

Southern wall 

Four armed Natya Siva 
carrying Nandi-(i/zvq/a in the 
right rear hand and damaru in 
the left, the other two hands- 
being held in natya-mudras. 
Below is the accompanying 
artist playing on the ghata 
and above are the flying 
gandhaf'vas with garlands in 
the hands approaching the 
dancing god. The whole 
picture is so well composed 
maintaining perfect rhythm 
and balance- 
Siva and Parvati- 
Siva and Parvati seated in 
Kailasa - 

terrific {ugra) Narasimha- 
Rama and Angadi(da) with 
their names written below- 


Ravana while abducting Sita, 
confronting Jatayu who 
ultimately was smitten 
fatally- above Lakshmana and 
Shurpanakha, 
below, Rama, Lakshmana, 

Sita as also Maricha in 
disguise of a golden deer to 
entice Sita- seated Ganesa 
with padma below- 
Siva, four armed in a 
mandapa-dboYQ, Siva-linga in 
a small shrine- Siva four 
armed with meticulously 
fashioned matted hair in a 
dancing posture with the 
name of the sculptor engraved 
below stating that this 
sculpture was carved by 
Chengamma, one of the finest 



Natya Siva (Virupaksha Temple) 
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The Papanatha Temple (Lokapalesvara ?) 
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wall sculptures- 
Siva two armed Lakulisa, 
with Siva and Parvati above. 
Western wall 

Lakulisa with hair locks 
dangling on the shoulders- 
mutilated two sculptures- 
four armed Siva- 
four armed Siva with the right 
leg placed on a gana- 
Vishnu. 

Northern wall 

Siva carved by 'Pullappan 
the sculptor as mentioned in a 
label inscription below- 
Siva-eight armed Vishnu- 
^hw-Vaxaha-jatadhaai Siva, a 
beautiful sculpture- 
four armed Siva-Siva leaning 
against Nandi behind, an 
excellent specimen of the art- 
Hari-Hara-Ardhanarisvara. 

Ravana worshiping Siva- 


in the mukha-patti. 

Around the temple is an 
open space which in turn is 
encircled by a series of 
smaller shrines raised against 
the inner side of the wall of 
the prakara that originally 
housed images of gods and 
goddesses in accordance with 
the prescription given in the 
relevant silpa text. 

This temple is therefore the 
most magnificent in 
architecture and marvelous in 
sculptural art in the locality. 
IX. The Papanatha 
temple(7‘‘’- mid S'*'century) 

About hundred metres south 
of the Virupaksha is located 
on a sloping eminence the 
Papanatha commanding the 
view of the river Malaprabha 
a few metres away on the 


linga located on the western W 
side of the northern mukha- V 
mandapa-Han-HarsL on the 
eastern side of the mukha ■ 

mandapa-Natya Siva. \ 

Further on northern wall; 

Siva with Parvati by the side- ) 

Trivikrama one of the 
incarnations of Vishnu, above, 
Vamana, also another . 

incarnation of Vishnu, 
receiving the gift from Bali, ^ 

the demon king, 

below, Ardhanari-natesvara. 

Below and above the wall 
sculptures are small sculptural 
panels running continuously. 

From above the garbha- 
griha is the triAala 
superstructure crowned with a ^ 
square sikhara. On the frontal 

side of the superstructure is 
the sukanasa with Natya Siva 


east. It is here in the river bed 
that early palaeolithic tools 
could be collected. The 
temple in plan and elevation 
differs from the other main 
temples in the locality. Its 
plan is strikingly oblong. But 
the height is not proportionate 
to the length, rather somewhat 
stunted. It comprises axially 
a mukha-mandapa, sabha- 
mandapa, uncommonly 
spacious antarala and 
garbha-griha with sandhara 
pradakshina-patha. 
Elevationally, from the 
bottom are adhishthana, bhitti 
(wall), kapota, hara and 
prastara, all typical of the 
vimana model of temple 
architecture, like the 
Sangamesvara. But, most 
unusually, from above the 
garbha-griha arises sikhara 
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The pillar in sabha-mandapa 
(Papanatha Temple) 


of the rekha-nagara form like 
that of the Galaganatha. 
Besides, in the southern, 
western and northern walls of 
the garbha- griha is each a 
false, shallow portico (ghana- 
dvara) with pillars in the front 
open on the three sides 
enshrining the colossal 
sculpture of Natya Siva, Siva 
and again Natya Siva 


1. Mukha Mandapa 

2. Garbha griha 

3. Pradakshina oatha 



The Papanatha Tempio: 
Iho ground plan 


comparable to the similar 
scheme in the Galaganatha. 
At the adhishthana level, are 
a series of elephants in 
assorted postures and moods, 
natural and dynamic, in 
remarkably bold relief. On 
the front face of the front 
pillars of the mukha-mandapci 
are dampatis in which the 
man is curiously horse headed 
and the woman, nude. And on 
the southern and northern 
faces of the pillars are a 
human pair and a lady tall and 
slender holding a lotus bud in 
the hand. Beside her is a 
dwarf female attendant at 
once bringing out a fine 
contrast between the slim and 
the grubby, the lofty and the 
diminutive, the beautiful and 
the ugly. At the top comers of 
the mukha- mandapa are 
figures of mythical animals, 
elephant headed with the 
body of a lion. In the ceiling 
is a beautiful large square 
panel displaying eight armed 
Siva dancing on apasmara 
along with Parvati. On the 
right side the accompanying 
artist is playing on a ghata 
unusually with four short 
spouts (panchamukhi-ghatd-' 
vadya). His right hand is in 
chinmudra. Another is 
playing on cymbals. This 
panel is one of the best 
specimens of the Chalukyan 
art for spatial distribution and 
balance. A label inscription 
near Siva's left shoulder 
states. Sri Baladevayya 
nirmmita rupu^^ which means 
Shri Baladeva, the sculptor of 
this panel. 

At the edge of the roof on 
the inner side are flying 

^^^ing garlands in 
their hands and at the same 
time as if bearing the load of 

the roof. Of the two 


dvara-palas the one on the 
right mutilated was sculpted 
by Shri Baladevayya. The 
dvara-bandha is well- 
designed and ornate. It is 
crowned with sola sikhara, an 
unusual feature. In the lalata- 
bimba of the lintel, is 
Gajalakshmi under the 
makara-torana. Right above 
this image is the figure of 
seated Siva - Parvati with 
Nandi. 

In the sabha-mandapa are 
four rows of four pillars each, 
as usual dividing the hall into 
a central nave and side aisles. 


But unlike the heavy square 
pillars of the other three large 
royal temples, the pillars here 
are rather slender, the shaft 
being fluted fixed into a 
moulded pitha by mortise and 
tenon technique. At the top is 
the kumbha. Thus the form 
and design of the pillars are 
nearer to those of the 
Galaganatha and the Kashi 
Visvesvara. What is more 
interesting is the presence of 
beautiful medium sized 
sculptures (0.75m) of men 
and women of status, on the 
shaft part facing the nave as if 
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to welcome the incoming 
devotees, adding dignity and 
grace to the hall. This fitting 
decorative motif of superb 
workmanship is found only in 
this temple. Corresponding to 
the pillars on the pilasters of 
the walls are found sculptures 
of dampatis warrior women 
of enchanting beauty. 
Beginning from the left 
interior some of the sculptures 
are; second pilaster, niche 
containing eight armed 
Mahishasuramardini, with an 
inscription mentioning the 
name of the sculptor as 
Changamma; 

Third, a lady plaiting her hair; 

Sixth, lady holding the hair by 
hand. These are appealing 
instances of sculptors’ keen 

observation ofthe humans in 

natural situations. Most 
unusually in the sabha- 
mandapa, there is a life size 

sculpture of Nandi placed. In 

the ceiling are big sculptural 
pane s juxtaposed. They are 
Gajalakshmi, zoo- 

anthropomarphicNagaraja, 
Vishnu as zlnantoay/ 

and a blossomed lotus The 
beams across the ceiling also 

carty beautiful sculptures 
such as Kalyana Sundara 
murti with Vishnu and the 
gandhai-vas nearby. With 
^aiva-dvara-palas on the 
sides the dvara-bandha is 
exquisitely ornate with 
Caruda in the lalata ofthe 
Intel, holding the tails ofthe 
two naga-sakhas. 

Iem.^r 

^ndga^u-gn/ia in the back 

thp narrow space on 

the outside serving as of 
PJ^^^kshina-patha. The front 

part therefore may be treated 

as in this temple as 


there is a sabha-mandapa in 
the front. In the ceiling of the 
nave are two sculptural 
panels: Nagaraja and Uma 
sahita-natya Siva of exquisite 
beauty. Interestingly, subdued 
natural light passes through 
the openings of the clerestory 
spread on the ceiling 
sculptures creating light and 
shadow effect, bringing the 
sculptures into bold relief, and 
infusing the effect of 
movement in them. In the 
lalata-bimba of the lintel is 
Gajalakshmi. Above the 
Gajalakshmi are two 
flywhisks in criss-cross 
position. Nearby are the 
seated figures with the 
standards such as gaja 
(elephant) dhvaja, vrishabha 
or Nandi (bull) dhvaja, 
probably representing the 
Ashtadikpalas. Inside the 
garbha-griha is a huge Siva 
linga on a high moulded 
pitha. 

Sculptures on the northern 
wall 

On the outside, in the 
middle zone of the exterior of 
the walls is a series of 
sculptures all along. To view 
in continuation the Rainayci^'^^ 
series from the birth of Rania 
to his coronation, on the 
southern wall it is necessary 
to commence contra- 
clockwise from the northeast 
comer. On the northern wall 
are- Arjuna standing on one 
leg performing penance- 
Arjuna aiming an arrow at the 
pig- Siva Parvati in disguise 
of hunter and huntress- 
Ravana lifting Kailasa- 
Siva Parvati- Vishnu- 
a lady standing under a tree 
with dwarf attendants 
nearby(the multiple bends in 
the posture are noteworthy). 

Mahishasuramardini- 
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Natya Ganesa 
(Papanatha Temple) 


Agni seated on goat, his 
vahana\ with an inscription 
much damaged- Rati-Kama- 
Harihara, the ghana-dvara 
with colossal sculpture of 
natya Siva with Bramha and 
Vishnu on the sides. 

On the outer faces of the 
front pillars are Gajendra 
moksha and Trivikrama- 
further on the wall, Vishnu- 
Varuna one of the cardinal 
deities, on his vahana, the 
crocodile- dwarfish and bulky 
Natyci Ganesha indeed 
remarkable for the sculptor’s 
fine sense of humour. 


Sculptures on the western 
wall 

Much worn out on account 
of weathering: Narasimha and 
Hiranyakashipu fighting- 
BhuVaraha- within the 
ghaiiadvara is the life size 
Gajasurari Siva- 

on one of the front pillars is 

GovardhaiiagindhanKrishna- 
Indra seated on the elephant 


Sculptures on the southern 
wall 


Interestingly enough, the 
sculptures on this wall are 
thematic displaying the 
principal episodes from the 
^amayana story from the 
birth of Rama to his 

coronation with label 
inscriptions below to identify 
persons of the scene. 
Starting from the southwest 
comer the sculptures are: 
Siva- seated Bramha with 
attributes kalasha and an 
object looking like the Indian 
numeral eight (noose) in the 

rear hands, the front hands 

in yogamudra -eight 

armed natya Siva in the 

portico with an inscription 
mentioning the name ofthe 
sculptor as “deva-aiya 

Yama seated on the bison 

««tyaSiva,Vas.shtharnd 

Visvamitra, the sages- 
a group of sages- 



Putra kameshthi yaaga 
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Rama shooting an arow at Vali 

Dasaratha and Vasishtha- 
Visvamitra taking with him 
Rama and Lakshmana to his 
hermitage to teach and train 
them -Dasaratha performing 
Putra kameshthi” yaaga 
under the guidance of 
Vasishtha-Dasaratha giving a 
receptacle containing the 
sweet dish presented by Agni 
to Kausalya, his first queen - 
birth of Rama-Vishvamitra 
taking Rama and Lakshmana 
to the court of Janaka, the 


king for the 'Sita 
svayamvara -Rama, Sita 
and Lakshmana ( ‘‘Lakkana ) 
departing to the forest- 
Shurpanakha ( “Suppanaki 
Lakshmana mutilating 
Suppanaki’s nose {Baladeva 
sculpted this panel)- 
Khara-Dushana ("kara- 
dusanarC') with an army 
marching towards Rama's 
hermitage- Siippanaki 
approaching Ravana 


(^‘Rabana'"), her brother- 
ten headed Ravana holding a 
meeting to devise a strategy 
in the matter - 

Sita, Lakshmana, Rama, and 
golden deer {"Lakkana, 
Rama, ponmari”)- Ravana 
abducting Sita-Ravana 


{^'Rahana "') hitting fatally 
Jatayu-above: Rama 
{"Raman”), Lakshmana 
{"Lakkana looking at the 
Vanara army-below, Vali and 
Sugriva-combating each 
other; and, Rama looking the 
other side not being able to 


Vanaras building the bridge 
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distinguish Vali from Sugriva- 
treaty between Rama and 
Sugriva-again Vali '‘BaalVy 
Sugriva C'Sugrivan ”) -Rama 
shooting an arrow at Vali- 
dying Vali -Lakshmana 
CLakkana Rama - 
Hanuman ("Anama”) - 
Jambavanta ("Jambavan 
Nala ("Nalan ”) - Sugriva, 
Angada ("Amgada ”), 
carrying stones to construct a 
bridge across the sea - 
construction of the bridge. 



Papanatha temple: Sethu bandha 


Sculptures on the eastern 
wall: 

From the southeastern 
comer: Vanara army (with an 
inscription mentioning Revadi 
Ovajja, the disciple of Saiyci 
Siddhi Acharya, the architect 
of the southern side of the 
temple) -Indrajit and 
Kumbhakama(n) attacking 
the Vanara anny weapons of 
various kinds giving a clear 
idea about the types of 
weapons of the contemporary 
times used in wars- 
Vibhishana, Lakshmana 
(''Lakkanan *’) Rama and 
Hanuman C'Anaman 
the Vanara army attacking 
Ravana in the chariot- 
above: Vibhishana's 
coronation ceremony, with 
people dancing in the front 
and Sita, Rama, Hanuman 
CAnuma and Lakshmana 
CLakkana’’), below- 
Rama pattabhisheka (Rama's 
coronation ceremony) - 
double-headed eagle nearby. 
On the other side of the 
eastern mukha- mandapa, are 
a few sculptures of Siva. 



Ramapattabhisheka 
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Rock materials: source 


Construction 
Materials: Source, 
Technique & Method 

Where did the enormous 
supply of suitable stone of 
quality for the creation of 
these magnificent temples 
come from? Recent 
explorations by the team of 
the Archaeological Survey of 
India have resulted in the 
discovery of two spots of 
stone quarry of the Chalukyan 
period about five kilometres, 
north of Pattadakal, at 

Shankaralingana gundiC of 
Akkaragal area and at 
''Motara maradr in the sand 
stone hill ranges. A visit to 
these spots is adventurous and 
exciting and involves 
trekking. 

In these two spots are 
traced: 

i. availability of rock material 
of the finest quality in 
abundance, 

ii. artificial terraces owing to 
extensive quarrying. 


occurrence of immense 
quantity of reject blocks with 
cortex and weathered surface, 

iii. series of aligned wedge 
marks, 

iv. stone blocks of varied 
standard dimensions for 
cutting into architectural 
members, 

V. masons' marks, 

vi. daily attendance marks, 

vii. engravings of the figures 
of animals and deities on the 
bare rock surface and 

vii. label inscriptions - all 
datable to diva eighth 
century. Further, the waste 
stone chips and blocks are 
found to have been dumped 
into the depressions on the 
slopes of the hills for making 
a path for transporting the 
selected rock materials to the 
work spot. It is exciting to 
know that even iron hammers, 
pitcher guns of those very 
artisans, the creators of the 
wonderful monuments, have 
been detected in the quany 
area. 



The quarry site: an engraving of a peacock 









Architects and Sculptors 

Who are those great 
architects and sculptors that 
created here these wonderous 
monuments? Fortunately, 
some of the names of the 
artists have come down to us 
as they are recorded in the 
temples; the Virupaksha and 
me Papanatha. While a few 
mteresting points about the 
master architects are 


enumerated in three Kannadr 

inscriptions in both the 
temples.the others are knowr 
only by their names alone 

wrth their creative art pieces, 
the two inscriptions 
mentioning about two mastei 
architects are located: one or 

on the pillar in the 
both in the eastern 
maha-dvara of the 

temple. The first 
oriefly states that 
Vikramaditya II, the 

Chalukyan king, honoured 

probably the highest 
ceremonious decoration 

^m;va5,Wrf/,/^„e/,ar/,the 

T 1 . hokesvara” built bv 
the senior 

chiefqueenoftheking, in 

conquest of 

frch !"’ capital of their 
arch enemy, the Pallavas) 
hrice. The architect was we 

^own as the Father of 
Architecture {“Vastu 

exceedingly 

s^tle and refined in talk; 
^^^^-makutachudaamani 
and was involved as in the a 

of construction of palaces 

y-Saasana', coucL Z: 
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Site Museum 


Another architect of no less 
eminence is “Shri Gundan 
Anivaaritaachaarr, also 
architect of the Lokesvara 
temple, honoured with the 
same Perjjeripu and title 
Tribhuvanaachaari. 

The other architects/ 
sculptors are: 

Sri Damodaran, 

Devaputra, the disciple of 
Shri Sakaresvaravadi, the 
sculptor of the ceiling Surya 
panel of the eastern mukha 
mandapa of the Virupaksha 
temple- Baladeva, the son of 
Shri Duggi achaari, who 
sculpted the saiva-dvara-p^l^ 
statue on the right side in the 
southern mukha-mandapa- f 
also the saiva-dvara-pcil^ on 
the right side in the eastern 
fnukha-mandapa of the 
Papanatha temple. A few titles 
such as "^Vidyadhara” 
bestowed on him are also 
mentioned that are not all 
clear; Sri Chegamma, the 
sculptor of the Siva image 
located near the southwestern 
comer of the Virupaksha 
temple and Sri Pullappan, 
the sculptor of Siva image 
near the southeastern corner 
of the temple; Revadi 
Ovajjar, the disciple of 
Sri Silemuddara Marmnian? 
Sarva Siddhi Achari, who 
constmcted the southern pai^ 
of the Papanatha temple and 
Sri BadL 

These immortal artistes 
have left to us a heritage of 
great beauty. 


In front of the Galaganatha 
and Sangamesvara temples, in 
the lower terrace of the river 
bank is located the Site 
Museum. In it are exhibited 
largely sculptural and 
architectural stone members 
that are collected from 
different parts of the locality 
over a period of time and in 
the course of the large scale 
clearance work as a part of 
the conservation work to the 
temples. Most of them belong 
to the temples nearby. 


Some of the large panels 
displayed are Andhakasurari 
Siva, Tripurari Siva, 
Tirthamkara in round relief 
and a few more of superb 
workmanship. 

The Tirthamkara is from the 
brick temple near the Jaina 
stone temple. 'A visit to the 
Museum will provide a 
supplementary insight into the 
magnificent temples of 
Pattadakal. 



Chronology of the Chalukyas of Badami 

Jayasimha 

First half of Sb^ century A.D. 



Ran|raga 

Pulakeshin -1 (c.543-566) 


Kirtivarman -1 
(566-597) 

t 



Np 

Mangalesa 

(597-610) 

y 


4^ 


Pulakeshin -11 

Vishnuvardhana 

Dharasraya 

Budhavarsha 

(610642) 

(established Eastern 
Chalukya Kingdom 631) 

Jayasimha 




4^ 

4^ 

Adityavarman 

Chandraditya 

(655-682) 

Vikranjaditya-I Dharasraya 

m Jayasimha 

Vinayaditya Vijayaditya 

(682-696) (69^733) 

Vikramaditya - II 
(73^745) 

Kirtivarman - II 
(746-756) 
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Getting to Pattadakal 


Air: The nearest 
airport is Hubli 
(100 kms South of 
Badami) 

Rail: The nearest 
railway station is 
Badami, 24 kms away. 
Road: Pattadakal is 
connected by road to: 
Aihole (24 kms) 
Badami (29 kms) 

Local Festivals: 

The Pattadakal Dance 
Festival is organized 
annually by the 
Government of 
Karnataka. 


Languages 
spoken: Kannada, 
Hindi, English 


When to go 
there: The best time 

to visit Pattadakal is 

between October and 

February. 


Where to stay: 
KSTDC properti 

KSTDC Mayura 
Chalukya, Ramdu 
Road, Badami, 
Hagalkot - 587 20 
Tel; 08357-22004 
Hotel Badami Co 
TIo. 17/1, Station 
Road, Badami, 
Hagalkot587 201 
Tel: 08357-22023 
Fax: 08357-2202( 
E-mail: 

rafiqmhr@blr.vsn 

net.in 


Hotel Mookan 
Deluxe: Statio 
Opp. KSRTC 1 
Stand, 

Hagalkot 587: 
Tel: 08357-221 
220637, 


Fax: 08357-22010 6 
Email: 


™°°^ambikabadami@ 


Hotel Anand Deluxe, 
Near Bus Stand. 
Badami. 


Hagalkot587 201 
Tel: 08357-220074 
220904 


Shri Laxmi Vilas 
Hotel, Tonga Stand, 
Station Road, 

Bagalkot- 587 201, 

Tel: 08357-220077 

For more 

information 

contact: 

Department of 
Tourism, Flotel 
Aradhana Deluxe, 

Opp. Bus Stand, 
Bagalkot587 101. 
Telefax: 08354-26225 
KSTDC Information 
Centre, Bangalore, 

Tel: 080-22275869 
KSTDC Information 
Counter, Bangalore 
City Railway Station, 
Tel: 080-22870068 
Tourism Information 
and Service Centre, 
Bangalore Airport, 

Tel: 080-25268012 
Jungle Lodges and 
Resorts (Corporate 
Office) Bangalore, 

Tel: 080-25597021 

Seasons: 

Summer. March 
to May. 

Monsoon; June 
to August, 

Autumn: September 
to November, 

Winter; December 
to February 

Altitude: 

176.7 mts (580 ft) 
Seasons as above 

Where you can 
book your 
tickets / 

accommodation 

Mayura Central 
Reservation: 
Karnataka State 
Tourism Development 
Corporation, #49, 2nd 
Floor, Khanija Bhavan 
(west side) Race 
Course Road, 
Bangalore 560 001 
Tel: 2235 2901/2735 
2902/2235 2903/ 

2235 2384, 

Fax: 080-2235 2953 


(10.00 a.m. to 5.30 p.m. 
on working days) 10% 
discount on domestic 
groups for 10 or more 
rooms. 


KSTDC counter at: 

Central Reservation 
(6.30 a.m. to 10.00 p.ni. 
all days) Badami House 
(Central Reservation 
Counter), opp. to City 
Corporation Office, 
N.R. Square, 

Bangalore 560 002, 

Ph: 2227 5869-883, 

2221 2098 

Fax: 080-2223 8016 


KSTDC Information 
Counter: City Railway 
Station, Bangalore, 

Tel: 2287 0068, KSTDC 
work shop (round the 
clock) H Siddaiah Road, 
Bangalore-560 027 
Ph: 2222 2400. 
Kempegowda Bus Stand 
(Majestic) Bangalore 


Tourism Information & 

Service Centre, (round 
the clock) Arrival loungO’ 
Airport, Bangalore. 

Tel: 2522 8753 


Prepaid Taxi Counter 

(round the clock) 
Bangalore Airport, 
Bangalore. 

Tel: 2522 0501 


Mysore Sales 
International Limits 

(MSIL) C-4, 3rd floor, 
State Emporium 
Complex, Baba Kliarak 
Singh Marg, 

New Delhi 1 10 001 • 
Tel: 3363863/66 
Mysore Sales 
International Limde 
(MSIL) Cuffe Parade, 
Mumbai. 

Tel: 022-2218 1658 

Karnataka Tourism 
House, 

A One-stop-shop, 

No.8, Papanna Lane, 
St. Mark’s Road, 
Bangalore 560 001. 
Ph:4132 9211, 

4132 9222, 

Telefax: 5132 9221. 
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E-mail; info@ 
kamatakatourismhouse 
.com / 

kstdc@kamatakatouris 
mhouse.com 
Department of 
Tourism. 

Ph; 2235 2828 
Fax: 080-2235 2626. 
E-mail; 

dtourism@vsnl.com. 

WWW. 

kamatakatourism.org. 

Where to shop 

Central Cottage 
Industries Emporium 
144, M G Road, 
Bangalore 560 001. 
Ph: 2558 4083 / 

2558 4084 


Cauvery, Karnataka 
State Arts & Crafts 
Emporium 
49, M G Road, 
Bangalore 560 001. 
Ph: 2558 1118 
Mriganayanee 
Madhya Pradesh 
State Emporium 
31, Pinto Tower, 

F M Cariappa Road, 
Bangalore 560 001. 
Ph: 2558 2495 
Gangotri: 

U P Government 
Emporium 
57, Residency Road, 
Bangalore 560 025. 
Ph: 2558 5055 


Poompuhar 

Tamilnadu 

Handicrafts 

Development 

Corporation Limited 

104/105, 

Brigade Road, 
Bangalore 560 001. 
Ph: 2558 0582 
Gurjari 

31, Pinto Towers, 

F M Cariappa Road, 
Bangalore 560 025. 
Ph: 2558 3425 
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Glossary 

Adhishthana - plinth 

Adhara - sila - foundation stone 

Antarala -vestibule 

Ardha - mandapa - entrance 
porch/chamber in front of the 
sanctum 

Bhitti - wall 

Bimaba - image 

Chatuh - sala - a building comprising 
four units on square plan 

Deva - koshtha - niche with an image 
of deity 

Dhvaja - stambha - flag staff 

Dvara - bandha door frame 

Dvara - sakha door jamb 

Garbha - griha sanctum - sanctorum 

Garbhadhana consecration rites 
connected with laying of foundation 
of a temple 

Ghana - dvara false portico 

Ghata-Pallava auspicious pot 
foliage motif 

Gopura - storeyed super structure 
over the main entrance 

Griva - neck 

Hamsa - swan 

Hara - garland, string 

Kantha / gala - Horizontal recess of 
the plinth 

Kapota - bandha - a type of plinth 
having eave as a prominent top 
moulding 

Kakshasana - bench in the portico 

Kalasa - sacred pitcher 

Kanda - shaft 

Kuta - small squat cell 

Kumiida - moulded offset of plinth 
fashioned like lotus 

Kapota - eave 

Koshtha - niche 


Malta - dvara - main entrance 

Makara - torana - crocodile arch 

Mandapa - pavilion 

Mancha - bandha - a type of plinth 
having a distinct horizontal high 
recess 

Mukha - mandapa - portico 

Mukha -patti - frontal panel of 
sukanasa 

Phalaka - entamblature 

Pitha - base, seat 

Pradakshina - Patha - 
circumambulatory path 

Prasada - palace, mansion, temple, 
abode 

Prakara - enclosure 

Padma - bandha ornamental block, 
component in a pillar 

Puma - kumbha - auspicious pot 
motif 

Rekha - nagara - super structure 
with curvilinear profile 

Sabha - mandapa - pillared hall 

Sakha - ornamental frame / jamb of a 
door 

Sandhara - covered and dark 

Sandhara - Pradakshina - patha - 
covered and dark circumambulatory 
path 

Sala - oblong cell 

Sila - nyasa - foundation stone 

Sikhara - super structure right above 
the garbha-griha 

Stambha - pillar 

Stupi ~ cupola, dome 

Suchi - needle like rod 

Suka - nasika - parrot beak like 
projection of the sikhara resting over 
vestibule 

Tala - storey 

Gpana - lowest plinth moulding of 
the structure 

yori-marga - water chute / channel 
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Location Map of Temples 
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